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GRAUN’S PASSION ORATORIO, AND 
HANDEL’S KNOWLEDGE OF IT. 


By EBENEZER PROUT. 


A FORTUITOUS combination of circumstances, so peculiar 
as to appear more like a romance than a series of events 
of actual occurrence, has enabled me to make a discovery 
of such interest, that I feel sure that the readers of this 
paper will thank me for giving them the whole story. 
Some little time since, the Rev. J. R. Lunn, Vicar of 
Marton-cum-Grafton, Yorkshire, an acquaintance of mine, 
and an amateur musician of much ability, had occasion 
to select a chorus of Handel’s to be performed by a 
musical society in his neighbourhood. His choice fell 
upon the very melodious and beautiful fugue “Ere to 
dust is changed that beauty,” from Handel’s last oratorio, 
The Triumph of Time and Truth (1757). On looking 
into the chorus, Mr. Lunn found that it seemed strangely 
familiar to him, and after awhile he remembered that it 
reminded him of a piece of music which, when a student 
at Cambridge in his younger days he had copied from 
Latrobe’s Collection of Sacred Music. He still had his 
manuscript copy by him, and, on referring to it, he found 
it to be described as “From an Oratorio Passionale— 
C. H. Graun.” There was a small rhythmic alteration 
in the subject, due to the difference in the words of 
the two pieces. I give the two forms of the theme :— 


Ex. 1. 


‘Time and Truth? 


HANDEL. 








The identity of the subjects is obvious at a glance. 
But this is not all. Excepting the occasional alteration 
of a note, the choruses are absolutely identical in all the 
parts, bar for bar, down to the final cadence, which in 
Time and Truth occupies two bars, and only one in 
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Latrobe. This movement in Latrobe is followed by two 
others—an adagio in F major, three bars long, ending 
with a cadence in C, and a double fugue in F minor, 
which is to be found, shortened by nine bars, in the 
Italian version of // Trionfo del Tempo, produced by 
Handel in 1737, where it is set to words beginning “ Son 
larve di dolor.” Except the omission of nine bars just 
referred to, and a slight change in the final cadence, the 
two fugues are again absolutely identical. 

Mr. Lunn, knowing that I had a tolerably good 
acquaintance with Handel’s works, thereupon wrote to 
me, calling my attention to the fact that these two move- 
ments were given in Latrobe, and asking me if I could 
explain how Handel’s music came to be published under 
Graun’s name, and how the additional nine bars came 
to be inserted in the double fugue. I have a copy of 
Latrobe’s Sacred Music in my library; and as “Ere 
to dust” had been for more than forty years one of my 
favourite Handelian choruses, I had often shared Mr. 
Lunn’s wonder as to how it found its way into Latrobe’s 
collection, under Graun’s name. Being, however, less 
familiar with // Trionfo del Tempo of 1737, than with the 
English version of twenty years later, 1 had not noticed 
that the double fugue in Latrobe was also to be found in 
Handel. I wrote to Mr. Lunn, and told him that I 
thought it improbable that Handel’s music was published 
as Graun’s, and that knowing Handel’s unscrupulous 
borrowing (or shall I say “stealing?”) from the works 
of other composers, notably from Stradella, Urio, and 
Erba, it seemed to me far more likely that “the boot 
was on the other leg,” and that the music was really 
Graun’s, which Handel, with his usual coolness, had 
appropriated. (“Convey, the wise it call.”) I added 
that it would be impossible to clear up the point 
thoroughly without an opportunity of examining the 
score of Graun’s “Passion Oratorio,” which was un- 
fortunately unpublished. 

Here I must make a little digression. Carl Heinrich 
Graun, one of the most distinguished contemporaries of 
Bach and Handel (born 1701, died 1759), wrote three 
works on the subject of the Passion. Of these the best 
known is “ Der Tod Jesu,” which is published by Breit- 
kopf and ‘Hiirtel; it is often performed during Holy 
Week in Germany, and was given not very long since, 
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if my memory serves me right, in one of our London 
churches. The first performance of “Der Tod Jesu” 
took place in 1755. But we learn from Winterfeld (“ Der 
Evangelische Kirchengesang ”) that Graun also wrote two 
other Passions, during the time he was at Brunswick, which 
was from 1725 to 1735. Neither of these is published ; 
but Winterfeld, in the work I have just referred to, gives 
entire movements from both, as also does Latrobe in his 
collection. I knew that the chorus in question was not 
from the “Tod Jesu,” of which I have a score, and there- 
fore, if really by Graun, that it must be from one of these 
Brunswick Passions. 

I now come to the first curious link in the chain of 
evidence which ultimately led to the discovery of the 
truth. Just after Mr. Lunn had written to me, I received 
an invitation from my friend Dr. A. H. Mann, the 
organist at King’s College, Cambridge, to spend a week’s 
end with him, in order to talk over various matters con- 
nected with a performance of the Messiah which he is 
preparing, and to which I referred in my article in these 
columns last month. I accepted his invitation, and on 
the Saturday morning we went together to the Fitz- 
william Library to examine the important collection of 
Handel’s autographs preserved there, which Dr. Mann 
has lately catalogued. While speaking to the librarian, 
on entering the room, I took up from the table a second- 
hand music-seller’s catalogue, which had just arrived 
from Berlin. I opened it casually, and the first thing 
that met my eye was a score of Cherubini’s “ Faniska,” 
for which 1 had been on the look-out for more than 
twenty years. I asked the librarian for a slip of paper to 
copy the number, intending to write to Berlin and order 
the score. He said, “ The catalogue is of no use to us; 
it is quite at your service, if you will take it.” I thanked 
him, put it into my pocket, and for the time thought no 
more about it. 

Handel’s autographs at the Fitzwilliam. are bound in 
fourteen volumes ; and, by what seems to have been the 
merest chance, Dr. Mann took down from the shelves 
the volume which contains, among other things, the 
sketches for 7ime and Truth. 1 had turned over about 
twenty pages of this volume, when suddenly my attention 
was arrested by finding a copy of the vocal score only 
(without any instruments) of the chorus “Ere to dust,” 
set to the Italian words “ Pria che si converta in polve,” 
which Handel used for the second (1737) version of // 
Trionfo del Tempo. By the way, I have omitted to 
mention that Handel had already used the same move- 
ment in the preceding year in the Wedding Anthem 
for the Prince of Wales, where it is found to the words 
“Lo, thus shall the man be blessed that feareth the 
Lord.” 

Immediately following the Italian chorus I have just 
spoken of, I found what was of still greater interest. In 
the catalogue of Handel’s manuscripts prepared by Dr, 
Mann, it is described as “ An arrangement of the fugue 
at H. G. xx. 128,” that is, Vol. 20 of the German Handel 
Society’s edition, p. 128—in other words, the chorus, 
“Ere to dust.” Here, however, it was not in the form 
in which we find it in Zime and Truth, but, note for 
note, as it stands in Latrobe’s sacred music. Further, it 
was followed by the same three bars as in Latrobe, and 
underneath the first two notes of these three bars, Handel 
had written the German word “welcher” (“who”). 
These three bars were followed by the double fugue in 
F minor, exactly as in Latrobe, and with the additional 
nine bars which, I mentioned before, are not to be found 
in // Trionfo del Tempo. 

This chorus was followed by the whole, or part, of 
several other movements, described in the catalogue as 





“at present unidentified.” I carefully copied the whole, 
or the commencement of all these, and here give them 
for a reason that will appear directly. I quote merely 
the outlines :— 



























































Voice. 


~ 
* Np hat cies o J5- 
; wea} o f etc. 
| Lm. 
‘w | Mein Knecht. (12 bars in all.) 


In Ex. 3, under the first two notes of the voice part, 
Handel had written the words “mein Knecht” (“my 
servant”). The next piece was an unaccompanied bass, 
which I quote in full :— 


Ex. 4. 
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ape 


In the margin at the end of this passage Handel had 
written the word “also” (“thus.”) The next passage 
was somewhat similar—an unaccompanied bass in A 
minor :— 











Ex. 5. 


eriasam 














2. A 
ee ee 9-2 
Here, again, in the margin was the word “ sehet” 
(“behold”), The next passage was a little bit of double 
counterpoint, evidently intended for a fugue :— 


Ex. 6. 




















Next followed a violin passage, less than a bar in 
length :— 
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To this succeeded a long four-part fugue given in full. 
I quote the subject, under the first notes of which Handel 
had written “ und hat” (“and hath ”) :— 


Ex. 8, 


tn Fucus. a —— 
et Se etc, 
' 








ae t T ene 


Und hat. } 





Then came a little piece of three-part harmony :-— 


es, | 
a. 























This had been already recognized by Dr. Mann as 
another version of the symphony to the air “‘ Blessed are 
all they that fear the Lord” in the Wedding Anthem 
above spoken of, which Handel also subsequently intro- 
duced into Zzme and Truth, as “ Pensive sorrow deep 
possessing.” 

In addition to the fact that the first chorus was ab- 
solutely identical with that given as Graun’s by Latrobe, 
two points impressed me very forcibly in examining 
these pages. ‘The first was the remarkable absence of 
corrections of any kind. Anyone who knows Handel’s 
manuscripts, or who has seen the beautiful photo-litho- 
graphed facsimiles of the “ Messiah” and “ Jephtha,” 
published by Dr. Chrysander, will be aware that it is a 
rare thing to find two consecutive pages without a cor- 
rection. Handel’s habit was constantly to retouch and 
improve as he wrote. Yet here were five consecutive 
pages with scarcely an alteration—strong presumptive 
evidence, to say the least, that he was copying, not com- 
posing. Again, what was the meaning of the German 
words to be found in five of the movements? So far as 
we know, Handel wrote nothing to German words later 
than the Passion of Christ in 1716, but this first chorus 
was used for a work at least twenty years later in date. 
Besides, if Handel had been composing to German 
words, he would certainly have written the whole text, 
and not merely the first word of a sentence, which was 
evidently intended only as a reminder. Furthermore, 
the word which Handel wrote atethe commencement of 
the introduction to the double fugue in F minor, was 
“welcher.” In Latrobe at the same place, I found the 
text “ Who for the joy that was set before him.” Assum- 
ing, as was only reasonable, that Latrobe’s words were a 
translation of Graun’s original text, here was additional 
evidence as to the source of the music. Putting all these 
points together, I said to Dr. Mann, “I feel morally 
certain that, if we can get to the bottom of the matter, 
these pages will prove to be extracts from Graun’s 
unpublished Passion oratorio.” I resolved as soon as 
I got back to London to investigate the question as far 
as I could. 

On returning to Dr, Mann’s house, I took from my 
pocket the catalogue which the librarian had given me, 
in order to write to Berlin at once to secure the score of 
Cherubini’s which was for saie. My readers may imagine 
my surprise when, on turning over the leaves of the 
catalogue to see if there was anything else I wanted, 





I found under No. 171, “Graun, C. H.—Die Braun- 
schweigische Passion. Alte handschriftliche Partitur, 
1768.” (Graun, C. H.—The Brunswick Passion. Old 
manuscript score, 1768.) It will, perhaps, be sup- 
posed that I at once ordered the volume. I did 
nothing of the kind, because I knew that Graun had 
written two Passions at Brunswick, and I could not be 
sure that this would be the right one. But as soon as 
I could, after my return to London, I visited the British 
Museum Library, to see whether the work was among 
the manuscript music there. I found that they had one, 
but not both, of the Passions. On examining the score, 
which was a folio of 72 pages, I found not one single bar 
of all the extracts I have quoted above. But I identified 
one of the choruses given by Winterfeld, and thus knew 
that the work in the Museum was the /afer Passion. 
What I wanted, therefore, was the earlier one; and I 
now knew, what I doubted before, that the copy offered 
for sale at Berlin was the one I was in search of. I was 
sure of this, because it was described in the catalogue as 
containing 271 pages. Now the score in the British 
Museum contained only 72; and I knew that no copyist, 
however widely he might write, could make one page 
spread over nearly four. Immediately on returning home, 
therefore, I wrote to Berlin for the score. Very for- 
tunately, it was still unsold, and within a few days I 
received it. My readers will guess how eagerly I opened 
it. It began with a choral, which filled the first page. 
I turned over the leaf, and there, on page 2, was the 
chorus printed by Latrobe, exactly as it stands in the 
sixth volume of his collection! First, the fugue which 
Handel put into his Wedding Anthem, and later into 
Time and Truth; next the three bars of introduction, 
beginning with the word “ welcher”; and, lastly, the 
double fugue in F minor with the nine bars which 
Handel cut out when he transferred it to the 7rionfo del 
Tempo of 1737. 
(To be continued.) 








THE ORGAN WORKS OF J. S. BACH. 


EDITED By W. T. BEST. 
(Continued from page 55.) 
VOLUME x.* 
CONCERTO No. 1, in G major :— 
[Aliegro. @ =96.] w 
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It will be beyond the scope of these papers to enter 
upon details of Bach’s stay at Weimar (1708-1717), and 
of the musical proceedings at the court of Duke Wilhelm 
Ernst. At this period the influence of the Italian school 
was great, and both Walther (Bach’s intimate friend at 
Weimar, born 1684, died 1748, organist and author of 
the first German Mustkalisches Lexicon) and Bach began 
arranging Italian concertos so that they might be played 
on the clavier and organ. [See Spitta’s Bach, I., 407-417.] 
To musicians it is, of course, known that the concertos 
for the organ, which form Vol. X. of this publication, are 
not original compositions by Bach, but arrangements of 
violin concertos by Antonio Vivaldi (1670-1743), priest, 
composer, and maestro de’ concerti at the Ospedale della 
Pieta, Venice. Spitta has some interesting comments 
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upon Bach's work in this direction ; but, however tempt- 
ing, quotation must not go beyond one sentence: it is 
certain, at least, that the character of the organ must 
have involved freedom in handling the musical ideas. 
This shall be referred to later on, and now the task of 
examining the various texts must be resumed. The 
Concerto in G will be found in Peters, Vol. VIII., No. 1, 
and in the B.-G., Vol. XXXVIIL., p. 149. Roitzsch had 
a fair number of copies to collate for his edition, but most 
of them, compared with the autograph, were found full of 
faults. The autograph mentioned by Roitzsch must be 
the copy written by Johann Ernst Bach (son of Joh. 
Bernhard Bach, of Eisenach), who, studying law at 
Leipzig, became a pupil of the great cantor. This copy 
is named, with nine others, as the material from which 
the B.-G. edition was prepared. Of the ten, seven are 
in the Royal Library, Berlin, one from the collection 
formerly belonging to Ludwig Ernst Gebhardi, organist, 
who died at Erfurt in 1862. The Concertos were printed 
for the first time in the Peters edition, 1852, and two 
alterations were made then which have been adopted in 
the later issues. These will be found in the sixth and 
eighth bars, top part, the four quavers being, originally, 
all /’s and g’s. Naumann gives forty points of difference 
in the various copies, but this inquiry is confined to the 
three published editions. The first alteration will be 
found in the fourth bar, pedal, which in Best and the 
B-G. has the note, g, in octaves, whilst in Peters only 
the lower of two notes is given. The same thing occurs 
in the third bar on the next page (693), and again on 
p. 696, l. 2, b. 9. In the B.-G. the added notes are 
printed small. There is a different reading, p. 694, l. 1, 
b. 7, which in Best and the B.-G. is as (a), and in Peters 
as (4) :— 


The reading (4) is, Naumann says, that of nearly-all the 
copies, but that it is a slip of the pen is evident when 
the context is examined for two bars back. A slight 
difference will be found in the last bar, 1. 2, p. 695, 
middle, the second group of semiquavers being ¢, g, ¢, ¢, 
in Peters the third note being 6. In the next bar, 
middle, Peters has ¢, in the same position, instead of a, 
-as the others. In bar 8, 1. 1, p. 696, top stave, the third 
quaver is d@, ia Peters ¢, in the B.-G, the @ is printed as 
asmall note. All the old copies have e, but, here again, 
analogy should decide, and the harmony requires the d. 

In the next movement, Grave, E minor, the differences 
are slight. The first will be found on p. 698, 1. 2, b. 1, 
middle, the third quaver being a, whilst in Peters it is 4. 
The authority for it is the Ernst Bach MS., but Naumann 
says all other copies have a. In the second bar, p. 699, 
middle, the upper note, last beat, is 4, and in Peters &) 
the B-G. giving 4. The last note of the movement is 
doubled in the octave, for the left hand, in Best and 
Peters, but the B.-G. has only the higher of the two 
notes. 

The text of the final Presto offers but few variants. 
One minute divergence occurs on p. 700, bar 7, top part. 
The first note is g, and so in the B.-G., but it is ain 
Peters. Line 2, b. 2, pedal, is in Best and the B.-G. as 
(a), and in Peters as (4) :— 


(2) (4) be © 
4 4. 4 J ity 4 
Ex. 198. @ —te——_ ya —F—i-ta Stee 














te 


The B.-G. is in agreement with Best, but gives the low ¢ 


wanting in many of the old organs. “Short octaves” 
were not unknown in Germany from this. In the last 
bar of the page, middle stave, the first note is ¢, and in 
Peters a. The B.-G. agrees with Best, and, indeed, the 
a would seem to be a misprint, the chord being without 
its third. Page 702, |. 1, b. 2, middle, the third note is a, 
and so in the B.-G.; but in Peters it is c, a third higher. 
According to the B.-G. preface the ¢ is found in nearly 
all the copies, but the repetition of the phrase a fourth 
higher shows clearly that a is the right note. 
Concerto No. 2, in A minor :— 


[Con spirito. = 92.) 
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The most important MS. of this Concerto—there are but 
three extant, apparently—is a “very neat and correct 
copy,” the title of which is worth quoting : “ Concerto del 
Signore Antonio Vivaldi accommodato per l’Organo a 2 
clav. e Pedale dal Signore Giovanni Sebastiano Bach.” 
In another copy the master is Mons. Bach. In J. P. 
Kellner’s copy this Concerto is attributed to Telemann. 
It follows in due order in the other editions. The 
various MSS. offer some score of small discrepancies, 
and in the three editions under scrutiny the differences 
are in excess of those in the first Concerto. The first 
bar, p. 704, third chord, R.H. has, in Peters, an added ¢ 
under the top a. Three bars later the same thing occurs, 
and here the B.-G. agrees with Peters. Nine bars 
further, where the cadence is repeated, all have the e. 
The latter half of the first bar, p. 708, is as (a) in Best, 
and as (4) in the others :— 

















Ped. | ‘| 


There are no different readings that I can discover in 
the text of the Adagio, in D minor. 

In the Allegro, A minor, the first points of divergence 
will be found in Best, p. 714, 1. 2 and 3, pedal, where—as 
oa in the B.-G.—the passage reads as (a), and as (4) in 

eters :— 


Ex. 201. 











The chord, p. 715, l. 3, b. 1, has, in the B.-G., a crotchet 
stem doubling that of the ¢, first semiquaver. Two bars 
further on, middle part, the second group is, in Best and 
the B.-G, as (a), and in Peters as (4) :— 


(a) @) 


A similar difference will be noticed in the same part of 
the second bar on p. 716. Bar 5, |. 2, top part, the a 
under ¢ affords a resolution of the leading note. In 
Peters the a is missing. The same thing occurs, p. 719, 
b. 1. In the pedal part, p. 716, 1. 3, b. 4, double-pedal, 








as a small note. The editor states that this key was 


the lower note is a in Best and the B.-G., and ¢ in Peters. 




















May 1, 1894.) 


THE MONTHLY MUSICAL RECORD. 


10I 





Page 718, 1. 3, discloses another variant in the pedal, 
which reads in the B.-G. and Best as (a), and as (4) in 
Peters :— 


e @ 
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Five bars from the end the passage, formerly in octaves, 
is written in thirds for both hands. In Best the lower 
notes, R.H., and upper notes, L.H., are in small print ; 
in the B.-G. the upper notes, R.H., are small, and in 
Peters there is no distinction. In the original the passage 
is in octaves. In Peters and the B.-G. a fifth is added 
to the last chord, which precedes the final phrase. 
STEPHEN S, STRATTON. 
(To be continued.) 








RAMBLE THROUGH A MUSICAL 
DICTIONARY. 

ORDINARY dictionaries are prized by scholars ; but by the 
world in general, and by schoolboys in particular, they 
are looked upon as dry books ; like grammars, they are 
only tolerated on account of their usefulness. A dictionary 
including biographies, whether of poets, painters, or 
musicians, is, however, received with greater favour. The 
public may, indeed, care little, or understand little about 
the art-work of men such as Raphael, Shakspere, Handel, or 
Beethoven ; but tales, more or less true, about such geniuses 
are always read, or listened to, with avidity. To speak, 
however, of a musical dictionary, if the biographies of the 
master-minds be set aside, what remains? Only the 
names of thousands of men and women who strutted and 
fretted their hour on life’s stage ; only long lists of operas 
and other works which sprang up quickly, and soon 
withered away ; only dry definitions of technical terms. 

And yet, if one choose to read between the lines, sucha 
dictionary may present interest of the most varied kind. 
There are, for instance, many incidental allusions to 
history. Kings and princes have been themselves com- 
posers, and we find, among others, the names of Thibaut, 
Henry VIII., Prince Louis Ferdinand of Prussia, Prince 
Albert, and the late Ernst, Duke of Saxe-Gotha. Com- 
posers, again, have come into contact with monarchs and 
rulers, sometimes under favourable, sometimes under un- 
favourable circumstances. We find, for instance, the 
Gibbons family mixed up with the history of the Stuarts, and 
with that of the Commonwealth. Edward Gibbons, when 
upwards of eighty years of age, was banished by Cromwell 
for lending Charles I. a thousand pounds. His brother, 
the famous Orlando, died at Canterbury during the 
festivities connected with the marriage of Charles I., for 
which occasion he composed an ode; also Christopher, 
his son, fought with the Royalist army, and afterwards 
became private organist to Charles II. By the way, 
another soldier in the Royalist army was the well-known 
William Lawes, who perished at the siege of Chester 
(1645). But to come to modern times. The history of 
Napoleon, from his earliest fighting days down to his final 
defeat, is, as it were, musically illustrated. With the 
early Italian campaigns and the days of the Consulship, 
were associated the names of Zingarelli, Paesiello, Grétry, 
Lesueur, and other composers ; with the Imperial rule, 
Marcos Portugal, Spontini, Cherubini ; with the wars in 
Austria and Prussia, Haydn, Beethoven, Weber, Spohr, 








Loewe, Fesca, and others ; while with the Russian cam- 
paign and the close of Napoleon’s reign are connected the 
names of, at any rate,two distinguished vocalists—Catalani 
and /a Mara; the former, having refused a brilliant offer 
for Paris in 1806, feared the Emperor, and only ventured 
to sing in that city after the events of 1814, but retired 
once again during the Hundred Days ; the latter, at the 
age of sixty-four, lost all her property at the burning of 
Moscow, and died in poverty twenty years later. 

So much for history ; of tales of romance also there is no 
lack. That same Mara of whom we have just spoken lived 
an exciting life; and her brilliant early career, her unfortun- 
ate marriage, and her miserable end, would form an attract- 
ive subject for a novel. Then there are the wanderings 
through strange lands of composers such as Ferdinand 
David and Vincent Wallace ; of virtuosi such as Henri 
Herz, Ole Bull, and Liszt. An early musician traveller— 
by the way—was Guerrero, the Spaniard, pupil of 
Morales, who, in 1588, made a pilgrimage to Jeru- 
salem, which he recorded in a work entitled “ El Viage 
de Jerusalem que hiza Francisco Guerrero” (1611). 
And then there are many tragic tales: the mysterious 
murders of Leclair, Goudimel, and Stradella will suffice as 
illustrations. 

Again, the history of musicians is not without its caprices 
and curiosities. More than one musician, for instance, 
abandoned music and went in unsuccessful search of the 
philosopher’s stone. Valentini wrote a canon capable of 
2,000 solutions; Schlick invented a system of writing 
several vocal parts on one stave, the several parts being 
distinguished by notes of various shape and colour. A 
work, however, by Pietro Raimondi, a prolific composer 
and master of counterpoint, ranks -high among musical 
curiosities. Three Biblical dramas, Potifar, Giuseppe, and 
Giacobbe, were performed at Rome in 1852, successively— 
and, let us hope, successfully—and then (mirabile dictu /) 
simultaneously. Surely the art of combination could no 
further go! ' 

And surely, no one of a speculative turn of mind could 
read, forinstance, ofthe Amati violin-makers who flourished 
for over two centuries, of the Couperin generations of or- 
ganists from the time of Louis XIII. to that of Louis XVL., 
of the Banister family from the days of Charles II. down 
to the present moment, in which it is still worthily 
represented by the well-known writer and teacher, Henry 
Banister—and refrain from meditation concerning the 
theories of Darwin, Galton, and Weismann with regard to 
heredity. 

And lastly—for this higgledy-piggledy ramble must 
come to an end, not for want of matter, but lest the 
reader’s patience be overtaxed—the marked contrast 
between the immense wealth of some musicians and the 
extreme poverty of others cannot fail toattract notice. Many 
great vocalists, gifted virtuosi, and composers of popular 
operas have amassed princely fortunes, and in many 
cases have made noble use of their money ; among the 
latter, to name only a few, may be mentioned Handel, 
Rossini, Jenny Lind, and last, but not least, Liszt. The 
majority of musicians, however, have to be satisfied with 
a moderate, and in not a few cases, small income. But 
surely the humblest would be counted as actually rich 
by the side of the famous church composer, Pisari, 
who is said—so we read in Dr. Hugo Riemann’s 
Dictionary—to have been so poor that he had to write 
his compositions on pieces of paper picked up in the 
streets. Schubert wrote music on the back of a coffee- 
garden bill; Beethoven sketched on shutters; in their 
case, however, it was for want of proper music-paper to 
hand at the moment of inspiration. But dire poverty 
compelled Pisari to become a chiffonnier-composer. 
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STUDIES IN MODERN OPERA. 


A COURSE OF LECTURES DELIVERED IN THE PHILO- 
SOPHICAL INSTITUTION, EDINBURGH. 
By FRANKLIN PETERSON. 
(Continued from p. 56.) 
VII.—THE “ NIBELUNGEN RING.” 

FIRST DAY—DIE WALKURE. 
IN this, the second act of the Tragedy, we leave the 
realms of the Immortals and are brought to earth to see 
the plot unfold amongst men. Wotan pins his faith on his 
son Siegmund and on the heroes whom the Valkyrs 
(Die Walkiiren), his nine stalwart daughters, bring to 
Walhalla from the battle-fields where they fall. Siegmund, 
unhampered as he is by the mysterious conditions which 
limit the freedom of the chief actors in the drama, may 
recover the ring, and the spirits of the heroes will, he 
hopes, defend Walhalla from the dreaded attack. ; 

Siegmund, flying from his enemies, finds refuge in 
the hut of Hunding, and is welcomed and refreshed by 
Sieglinde, the wife of the absent warrior. Hunding 
returning from a bloody feud in no good humour, is far 
from pleased at the presence of the stranger, and during 
supper he asks him to tell his story. When he learns 
that his guest is the very foe he has been pursuing, he 
forgets for a moment his caution, as well as the privileges 
of a guest, and starts up with his hand on his sword. 
He immediately restrains himself, but as he leaves the 
table in high dudgeon he tells Siegmund that the 
hospitality he has enjoyed is his safety that night; on 
the morrow he must prepare for combat—which means 
death to the unarmed and wounded wanderer. 

Sieglinde, another of Wotan’s daughters, has, however, 
been filled with pity for her guest, and pity soon turns to 
love. She administers a sleeping-draught to her hus- 
band, and steals out to hold further converse with the 
young warrior who has so strangely attracted her. She 
relates how a man grey with age (the “ Walhalla” motive 
in the orchestra tells us that the “ Wanderer” and Wotan 
are one), an unknown and unbidden guest at her loveless 
wedding, had plunged a sword to the hilt in the oak-tree 
which is the support of the hut, saying that the noble 
weapon would be the property of whoever could pull it 
out. Siegmund, in an ecstasy of joy and love, proves his 
parentage by pulling it out and making off with Hunding’s 
wife. 

The music to this act is really wonderful, from the 
depiction of a storm in the Vorspiel ; through the weari- 
ness of Siegmund (a) and the pity of Sieglinde (4)— 


(4*) 
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to the love (c) which finds full expression in the song 
“Winterstirme wichen dem Wonnemond,” one of 
Wagner’s loveliest melodies, and the curse (d) which 
attends its lawless indulgence :— 





_ * It will interest many to be reminded of, or directed to, a lovely motive 
in one of Schubert’s too unfamiliar “Songs from Ossian,” It is used in 
“*Cronnan”’ at a similar emotional crisis, with a similar delicate success. 
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and through the frequent hints which in the “Sword” 
motive the orchestra gives of the magic weapon, to 
the song of triumph when Siegmund exultantly draws 
it forth from the tree :— 
Ss 
Moderato. & > > 
> 4: + Ca. =~ ee —— 
22 J. }~. - u 
Sword motive. 

The second act tells how Wotan is still pursued by his 
fate, which here takes the form of his wife Fricka. She, the 
goddess of domestic life, claims Siegmund’s death as the 
due of outraged domestic laws. After a long altercation, 
interesting only from a musical point of view, poor Wotan, 
who cuts a contemptible figure all through the Tragedy, 
ruefully acquiesces. He perforce relinquishes his dream 
of help from his son Siegmund, and summons Briinn- 
hilde, his favourite Walkiire, in order to countermand the 
instructions she had so joyfully received in the opening 
scene of this act. Instead of helping Siegmund in the 
approaching combat, she must fight for his outraged pur- 
suer Hunding. But Briinnhilde’s heart, grieved for her 
father’s grief, is smitten with compassion when she finds 
Siegmund in the wilderness, distracted with sorrow and 
foreboding, and supporting the exhausted Sieglinde. Ad- 
miration for the hero who refuses to follow her to his un- 
known father, Wotan, and to Walhalla, if that must mean 
separation from Sieglinde, is reinforced by her conviction 
that Wotan’s last command is not really his desire. She 
resolves to disobey her father, and promises to help 
Siegmund. All in vain! Wotan appears during the 
fight ; Siegmund’s sword, the magic “ Nothung” (“ Help in 
Need”), breaks on the “everlasting spear ” which the god 
interposes, and he sinks under Hunding’s avenging 
weapon. Wotan proceeds to revenge. He shows him- 
self to Hunding, and in characteristic languaget bids him 
die for having dared to have any wrongs, and so to have 
interfered with his plans ; and he then sets off in pursuit 
of Briinnhilde, who has fled with the fainting Sieglinde 
and the pieces of the broken sword. From a dramatic 
point of view, this second act is depressingly long. 
Wotan talks enough for two characters; and not only 
does he carry on a long argument with Fricka, but he 
gives Briinnhilde a very thorough résumé of the contents 
of the Rheingold, with an instructive commentary thereon. 
The second part is more than redeemed by the duet 
between Siegmund and Briinnhilde, in which the very 
striking fate motive plays such a prominent part. 

Fate motive. Siegmund’s question in the face of Fate. 
(a) Molto luguber. 




















+ Wotan grimly an upon Fricka’s dual attribute as Goddess of the 
Earth as well as Guardian of the Hearth when he says, ‘‘Go, slave, 
prostrate thyself in Fricka’s presence, and tell her that Wotan’s spear has 
avenged her slight.” 
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The third act opens on the mountains. In a storm of 
thunder and wind the Valkyrs gather from all parts of 
the sky, each with the body of a dead hero thrown across 
the withers of her horse. The “ Walkiirenritt” is not 
unfamiliar to our concert-goers, and it certainly does not 
lose in effect when it is only the accompaniment of the 
scene as presented to us. One after the other eight 
stalwart women scale the mountain-peak clothed in white 
garments, and armed with shining breastplate, shield, 
helmet, and spear. They only await the favourite Briinn- 
hilde to proceed to Walhalla in one company. Their 
jubilant “ Hoio-to-ho’s,” mixed with the clash of arms 
and the blare of the full orchestra, have a most exciting 
effect. Briinnhilde is at last descried, and, to their sur- 
prise, it is no hero she brings, but a woman. Already 
the thunder-cloud of her father’s wrath is descried in the 
northern horizon, and in haste she gives the pieces of the 
sword to Sieglinde, and sends her to the dark Niebelheim 
forest, where, safe from Wotan’s fury, she will bear the 
child who will forge the magic “ Nothung” anew. The 
angry Wotan now makes his appearance, and it is in vain 
that the Valkyr maidens beg that their sister may be 
forgiven. They are dismissed, and he pronounces Brinn- 
hilde’s punishment. Banishment from Walhalla and the 
gods, to be divested of her immortality, are not the 
deepest indignities; for she is to be laid in sleep, from 
which anyone who awakes her may claim her as his 
“chattel.” After a long and surpassingly beautiful scene, 
Wotan consents to surround her with fire. This will 
deter any but him, “the noblest hero of the world,” from 
approaching the “sleeping beauty.” 
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Siegfried motive. 


Wotan rises once for all to the occasion, and in the 
whole range of Wagner’s works no finer scene can be 
found than “Wotan’s Farewell.” Full of yearning 
towards his darling, of sorrow for his dead hero, of fear 
for the future, Wotan takes Briinnhilde in his arms, and 
with his kiss closes her eyes in sleep, never more to wake 
asan immortal. One last look, and he turns and summons 
Loge, the Firegod. In a few seconds the stage is nearly 
hidden by smoke and flame, while the “ fire” motive and 
the soothing “sleep ” motive bring the First Day to a close. 
(To be continued.) 








THE PIANOFORTE TEACHER: 
A Collection of Articles intended for Educational Purposes, 
CONSISTING OF 
ADVICE AS TO THE SELECTION OF CLASSICAL AND MODERN 

PIECES WITH REGARD TO DIFFICULTY, AND SUGGESTIONS 
AS TO THEIR PERFORMANCE. 
By E. PAUER, 
Principal Professor of Pianoforte at the Royal College of Music, &c. 
(Continued from p~. 79.) 4 
STEP III. 
DANCE ALBUMS. 


“ Strauss-Album,” containing— 
“ An der sghénen blauen Donau ” (Joh. Strauss). 
“ Auf freiem Fusse,” Galop (Joh. Strauss). 
“ Doctrinen,” Walzer (Eduard Strauss). 
“ Fesche Geister,” Walzer (Eduard Strauss). 
“ Figaro,” Polka (Joh. Strauss). 
“Frauen Herz,” Polka Mazur (Joseph Strauss). 


Vol. I. 





The Vienna Waltz is a speciality, and just as there is 
an English nurse and groom, a Hungarian huszar, a 
Polish uhlan, a German waiter, so the Vienna Waltz has a 
“cachet” of its own, which was never obtained or 
possessed by composers of waltzes elsewhere. Already 
Mozart said : “ He is a poor composer who cannot write 
good dance music,” and he showed by splendid examples 
that he was a good composer in his beautiful German 
dances, and was followed in the same track by Beethoven, 
Schubert, Hummel, all of whom wrote most excellent 
waltzes for the “ Ridotto” of Vienna. The peculiarity of 
the waltz—as initiated by Weber in his celebrated “ Invi- 
tation to the Dance,” is the blending of the most ex- 
hilarating cheerfulness and sweetest feeling, and the 
fusion of stirring rhythm with quiet movement. The 
father Strauss, a pupil of Joseph Lanner, was, after 
Weber, the first who introduced side by side invigorating 
rhythm with beautiful melody, and his celebrated sons 
Johann, Joseph, and Eduard, followed his model, and in 
some instances improved on it. With respect to the 
Vol. I., it will be admitted that Nos. 1 and 3 are in 
their way almost classical. The “Blue Danube” has 
made the round of the world, and No. 3, “ Doctrinen,” 
is only little less popular. The polka (Bohemian Pulka, 
half-for-half step) was invented (1837) by the girl Anna 
Slezak from Elbe-Teinitz, near Prague, and soon became 
popular. The girl Slezak, very fond of dancing in general, 
being left quite alone on a Sunday afternoon, amused 
herself with dancing in the small kitchen, where she had 
only room for short steps, and likeWise invented eight 
bars of the melody, which, augmented by the Vienna 
composer Titl, is the still popular polka in B flat ; whilst 
the dancing-master Raab, of Prague, hearing of the new 
dance, went to Elbe-Teinitz and soon brought the some- 
what too simple movements of the dance into the regular 
form, in which it is danced since 1832. The Polka-Mazur 
is a combination of the Bohemian and Polish dance, and 
is written in 3 time, whilst the real polka has 3 time. 

Vol. If. contains— 

. “ Morgenblitter,” Waltzer (Joh. Strauss). 

. “ Promotionen,” Waltzer (Joh. Strauss). 

. “ Schiitzen,” Quadrille, by the three brothers 
Strauss. 

. “Tausend und eine Nacht,” Waltzes (Yoh. 
Strauss). 

. “Wein, Weib und Gesang,” Waltzes (Joh. 
Strauss). 

12, “ Wiener Kinder,” Waltzes (Joseph Strauss). 

Of these, Nos. 7, 8, and 12 are the most excellent. 

Vol. III. contains quadrilles, a waltz, polka, and schot- 
tische, mostly by English composers. 

Vol. IV. contains English country dances, Quadrille by 
Clark, Waltz by Marriott, &c. 

Vol. V. :— 

Gungl. “ Traiume auf dem Ocean,” Waltz. Very cele- 
brated. 

Wallerstein. 
known. 

Marcailhou. “Indiana,” Waltz. 
French dance movements. 

Waldteufel. “Manolo,” Waltzes. Very popular. 

Bilse. “Sturm-Marsch,” Galop. Exceedingly popular. 

Strauss, Johann, “Orpheus,” Quadrille. Full of life. 


“First Love,” Polka- Mazurka. Well 


One of the best 


“ Volkslieder ohne Worte” (German Melodies). 
book consists of 32 of the best known German melodies. 
Some of the songs are by Weber and Silcher. The arrange- 
ment does not offer any difficulties and is practical. 


The 


Gurlitt, C. Standard English Songs. Of the 22 
numbers 16 are by the English composers, Boyce, Geary, 
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Hook (2), Jones, Blow, Eccles, Braham, Linley, Arne, 
Carey (2), Davy, Horn, Bishop and Rodwell. No. 18, 
“Those Evening Bells,” ascribed to Beethoven, is cer- 
tainly zo¢ by the illustrious composer. 

“ Album hongrois” (Hungarian Album). Of the seven 
numbers only the “Emma Csérdas,” by Mortol, and the 
“ Bartfai emlek Csirdd;,” by Kéler Béla, are of national 
Hungarian composers, whilst the “‘ Ungarisch ” of David, 
Bendel, Kiel, and R. Volkmann are composed in the 
Hungarian style, which, however, does not in any way 
detract from their be.uty. “ Under the Linden Tree,” 
by Volkmann, who lived for many years in Hun- 
gary, is decidedly the mos: accurate representation of 
Hungarian music. 

Noskowski, S. Op. 23. Two Danses polonaises. 
Cracovienne Mélancolique et Mazurka (B minor and F 
minor). Both are elegant and tuneful. 

Noskowski, S. Op. 31. Chansons et Danses Cra- 
coviennes. 

No 


“Chanson élégiaque” (E flat min.). 
ss — paysanne ” (E flat). 
(? i 


Ka 

2. 
3. (? (E min.). 
4. “ Cracovienne lyrique” (E). 
5. “ Champétre ” (A flat). 

» 6. “Divertissement ” (F). 

The collection is full of interest. No. 3 presents greater 
difficulties than the rest. 

Hermann, F. Sailors’ Songs (30). The fresh, sturdy, 
and natural tunes cannot but find sympathetic hearers 
and performers. 

Callcott, William Hutchins. National Melodies. 
Book I. “English Airs.” The first book contains not 
less than 100 beautiful melodies of the 12th, 13th, 14th, 
15th, and 16th centuries. 

Book II. “English Airs.” Containing also 100 
favourite operatic airs by Purcell, Arne, Storace, Lindley, 
Shield, Dibdin, Hook, etc. 

Book III. “Irish Melodies.” Containing 100 cele- 
brated airs. 

Book IV. “Welsh Melodies.” Containing 100 beau- 
tiful airs of this country. 

This most important collection is a veritable mine of 
melody, and assists the student of national melody and 
its character more than any other work. Further 
recommendation is wholly unnecessary. 

Bach, Joh. Sebastian, Six petites Suites (French). 
No. 1, D min.; No. 2, C min,; No. 3, B min.; No. 4, 
E flat; No. 5,G; No. 6,E. 

The immortal value and perennial beauty of these 
master-works is too generally recognised and too warmly 
appreciated to need any further praise. 

Bach, F. S. 15 two-part Inventions. 15 three-part 
Inventions (also called Symphonies). In the whole 
range of piaro-literature there is scarcely another work 
which could rival these Inventions for perfection of form, 
freedom and excellence of part-writing, or charm of 
harmony. The student is advised to look carefully on 
piges II. and III., which contain the ornaments of Bach’s 
Clavecin works and their execution. 

* Album pour le Piano.” Five volumes. 

Vol. I. 13 pieces by (1) Badarczewska, (2) Fliege, 
(3) Funke, (4) Gerville, (5) Ghys, (6) Goria, (7) Leybach, 
(3) Kontski, (9) Lébéfure Wély, (10, 11, 12) Schubert, and 
(13) Reissiger. As Nos. 1-10 and 13 are everywhere 
known, it suffices to remark that Nos. 11 and 12 are also 
attributed to Beethoven, but are neither by him nor 
by Schubert. No. 4 is a good exercise for velocity. 

Vol. II. 7 pieces by (1) Tschaikowsky, (2) Bendel, 
(3) Kafka, (4) Czibulka, (5) Krug, (6) Egghard, and 
(7) Zeise. No.1 is exceedingly interesting and should 


belong to Step iv.; No. 2 is melodious and pleasing ; 
No. 4 is very popular; and No. 5 is to be well recom- 
mended. 

Vol. III. 7 pieces by (1) Moniuszko, (2) Kremser, 
(3) Bendel, (4) D’Ourville, (5) Tschaikowsky, (6) Wollen- 
haupt, (7) Rosenhain. Of these Nos. 5 and 7 are 
the most important, while Nos. 3 and 6 are very pleasing. 
No. 6, by Wollenhaupt, is transposed from F sharp, 
to F, which makes it easier to read, but more difficult to 
execute. 

Vol. 1V. 7 pieces by (1) Bargiel (belongs to Step iv.), 
(2) Raff (Step iv.), (3) Pacher, (4) Oesten, (5) Grieg 
(Step iv.), (6) Rubinstein (Step. iv.), (7) Bendel. The 
piece by Bendel, No. 7, is the most effective, whilst No. 3, 
by Pacher, is good practice for broken chords. 

Vol. V. 8 pieces by (1) Liszt, (2) Rubinstein (Step iv.), 
(3) Raff, (4) Biilow (Step iv.), (5) Hiller, (6) Pacher, 
(7) Spindler, (8) Tschaikowsky (Step iv.). Liszt’s dreamy 
Consolation, Rubinstein’s fiery March, Raff's brilliant 
Valse, Biilow’s refined Scherzo, ‘and Tschaikowsky’s 
charming Canzonetta, are the most pleasing; whilst 
Hiller’s Gavotte, Pacher’s melodious trifle, and Spindler’s 
Carillon, are the most popular pieces of the collection. 

(To be continued.) 








LETTER FROM LEIPZIG. 

AT the twenty-second and last Gewandhaus Concert of the 
season Beethoven’s Ninth Symphony occupied the place of 
honour, as usual. An excellent interpretation of this colossal 
masterpiece was secured, thanks to the conducting genius of 
Professor Reinecke. Orchestra, chorus, and soloists all ac- 
quitted themselves right well, and the audience marked their 
sense of the success achieved by the unusual heartiness of their 
applause. The soloists were Frau Baumann, Frau Metzler- 
Lowy, Herr Dierich, and Herr Schelper—all of Leipzig. ‘They 
also took part in the Credo from Cherubini’s Mass in D minor, 
which formed the first part of the concert. 

The annual performance of Bach's St. Matthew Passion at 
the church of St. Thomas marks the close of the Leipzig 
musical season. It is always rendered by a choir of imposing 
dimensions and a correspondingly large orchestra, and always 
attracts a large audience. The traditions of Bach are well 
preserved at St. Thomas’s. Changes in the manufacture and 
method of playing some of our musical instruments make it 
impossible to render the music of Bach in exact accordance 
with the composer’s intentions; but so far as modern con- 
ditions will allow, the great cantor’s directions are faithfully 
carried out, Of the soloists, Fraulein Anna Miinch and Herr 
Litzinger left something to be desired, their vocal means being 
insufficient for the enormous church. Frau Metzler-Lowy, the 
contralto, sang the air ‘‘Erbarme dich, Herr” exceedingly 
well, and Herr Paul Haase sang the part of Christ in a praise- 
worthy if not exactly ideal manner. Herr Leideritz also was 
satisfactory in the short bass solos. Herr Concertmeister 
Réntgen deserves special mention for the admirable way in 
which he played the violin obd/igato to the air ‘‘ Erbarme dich, 
Herr.” 

At the opera has recently been produced Robin Hood, by 
Albert Dietrich, whose Symphony in D minor was heard a short 
while back at the Gewandhaus. This opera was an absolute 
novelty so far as Leipzig was concerned, though I believe it was 
once performed at Frankfort-on-the-Main twenty years ago, and 
had never been heard anywhere else until its recent revival in 
Leipzig. Robin Hood has a good libretto, and the music is 
excellent throughout, so that it is almost inconceivable that this 
opera should have been so long neglected. A vulgar work like 
Der Trompeter von Sékkingen is received with acclamation 
all over Germany, while an opera like Rodin Hood, a work of 
genuine artistic merit, has great difficulty to obtain a single 
hearing. ‘The greatest success of Rolin Hood was Fraulein 
Doenges, whose beautiful voice and acting were seen to great 
advantage in the part of Marian. Herr Merkel was over- 
weighted in the title-part. Herr Demuth, as Cceur-de-Lion, 
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sang and acted with much success, Herren Kniipfer, Neldel, 
and Marion sustained smaller parts adequately. There is some 
very pretty ballet-music in the second act of the opera. Rodin 
Hood was well received, the applause increasing after each 
successive act, and the composer being called several times at 
the end. ; 

To conclude my letter this month, I will briefly pass in 
review the works which have been performed at this season's 
Gewandhaus Concerts. Beethoven heads the list with six of 
his symphonies, those omitted being the first and the fourth. 
Brahms was represented by his Symphony in F and his Serenade 
in D. Of Schumann’s symphonies, those in D minor and B flat 
have figured in our programmes. The other symphonies per- 
formed have been—Dietrich, in D minor; Gade, in C minor ; 
Goetz, in F; Haydn, in E flat; Mendelssohn in A minor ; 
Metzdorf, in E flat; Mozart, in D (without minuet); and 
Tschaikowsky, in D minor. Jadassohn was represented by his 
Serenade in F, and Volkmann by his Serenade in bD (for strings 
only). The following twelve overtures have been played this 
season: Beethoven’s Leonora, No. J//., Cherubini’s Aden- 
ceragen, Mendelssohn’s Midsummer Night's Dream, Reinecke’s 
King Manfred and Prologus solemnis, Rietz’s ‘* Concert Over- 
ture in A,” Rossini’s William Tell, Smetana’s Die Verkaufte 
Braut, Volkmann’s Richard ///., Wagner’s Flying Dutchman 
and Farsifal, Weber’s Der Freischiitz. Berlioz, Gounod, and 
Saint-Saéns were the Frenchmen represented by orchestral 
works ; while the Norwegian, Grieg, and the Russian, Rubin- 
stein, have not been forgotten. In looking through our lists, 
I am involuntarily reminded of the saying of Uhland: “‘ Art 
is not restricted to a few proud names.’ Of works for chorus 
and orchestra we have heard Becthoven’s Missa Solennis, 
and the same composer’s music to Egmont, the Gloria from 
Cherubini’s Mass in D minor, Hegar’s Janasse, and the 
Bacchanal from Reinecke’s King Manfred, and Schumann's 
Paradise and the Peri, A goodly list truly, and one which 
conclusively proves, if proof were needed, that the directors of 
the Gewandhaus are true to the traditions which have so long 
guided them, to make their concerts thoroughly representative 
of all that is highest and noblest in music, whether belonging to 
the classical or the romantic, the old or the modern school. 








OUR MUSIC PAGES. 


THE piece chosen for this month’s number of the 
MONTHLY MUSICAL RECORD is the “Scéne de Ballet,” 
No. 1 of a set of three Silhouettes for piano solo, by Percy 
Pitt. The composer writes with grace and ease, and is 
successful in catching the style of the French ballet 
music, with its quaint harmonies and taking melodies, 
so much admired in these days. 








Rebiews of Hew Music and Hew 
Gvitions, 


Péle-Méle. 8 morceaux pour piano, Par EDOUARD 
ScHUTT. Op. 41. London: Augener & Co. 
To the musical amateur who can appreciate something 
original, written in the spirit of modern times, these eight 
pieces will appeal as music above the ordinary level of 
pianoforte-writing. As is implied by the title, the pieces 
are not e suite, having no continuous inspiring idea. 
No. 1, “En Campagne,” is a lively composition in 2 
rhythm, striking on account of the free modulations in. 
troduced into the middle part ; No. 2, “Solitude,” and 
No. 3, “ Petite Sérénade,” are both very characteristic, 
though entirely diffgrent—the first being a delicate piece 
of expressive music ; the second illustrating a serenade 
with guitar accompaniment, in § rhythm. No. 4, “Arrivée 
du Prince Charmant,” is a short march; No. 5, “ Pré- 


ambule du Bal,” a brilliant piece in 3 rhythm, strongly 


marked. Of the last three numbers—No. 6, “ Pas Leat”; 
No. 7, “Un peu coquette”; and No. 8, “ Finale”—Nos. 
7 and 8 please us very much ; their style has a certain 
quality of freshness and grace attracting us at once, and 
in even the shortest of the numbers there is a fascination, 
composed as they are by a master in the art of harmonizing 
and setting his themes for piano. For the guidance of 
teachers, we must add that this set of pieces is not easy, 
and cannot be regarded as suitable for those young players 
who have not already made considerable progress. 
Gavotte de la Cour pour piano seul. Par FRITZ 
KIRCHNER. Op. 520. London: Augener & Co. 
KIRCHNER devotes himself to that style of music so ac- 
ceptable amongst young pianists, and in this he has been 
so remarkably successful that there are few who are not 
acquainted with his pieces. They contain natural and 
graceful themes, and the particular piece at present before 
us is likely to rank amongst the most popular of this 
composer’s works. It is therefore hardly necessary that 
we should do more than call attention to this latest 
addition as being quite up to the usual standard of ex- 
cellence. Se 
Caprice d la Tarentelle, pour piano. 
GIBSONE. London: Augener & Co. 
WE admire the unconventional style in which this 
“Tarentelle” is written. The composer has “let himself 
go,” with most pleasing effect, and has given to the world 
a morceau de salon which he may well take a pride in. 
Here is a well-written, effective, and showy piece, which 
we can confidently recommend as being likely to gratify 
players and listeners alike. 


Par IGNACE 


Morceaux pour Piano. ANTON STRELEZKI. No. 68. 
“ Liebestraum”; No. 69, “Menuet a |’Antique.” 
London: Augener & Co. 

THE versatility of this composer’s genius is astonishing, 
even in this age of high-pressure. His brain seems to 
work faster than his pen. By degrees, however, quantity 
seems to be giving place to quality, and the two numbers 
before us are noteworthy illustrations of this fact. The 
“ Dream of Love” (No. 68) is a beautiful melody, with a 
characteristic setting which shows much thoughtful care, 
and which, we venture to think, Chopin would not have 
been ashamed to own, had he written it. The “ Menuet” 
—if we except the very straightforward tonal transitions 
from E major to AP major, and back again—is undoubtedly 
constructed on ancient lines, and should become as 
deservedly popular as the “Liebestraum.” The first- 
named piece requires a good player for proper inter- 
pretation, while the second is, technically, quite easy. 

Reverie, for violin or violoncello, with pianoforte accom- 
paniment. By STANLEY BLAGROVE. London: 
Augener & Co. 

THIS piece shows evidence that the composer thoroughly 

understands the instrument for which he writes ; he has, 

furthermore, produced a piece which is of a melodious 
character, and which promises better things. 


Symphonies by Beethoven, arranged for Pianoforte 
Duet, By E. PAUER. No. 3, in E? (“Eroica”). 
Op. 55. (Edition No. 8,517¢ ; net, 1s. 6d.) London: 
Augener & Co. 

WE have to record the publication this month, in 

Augener’s edition, of Beethoven’s majestic and time- 

honoured work, the “Symphony No. 3” (“Eroica”), 

arranged as a pianoforte duet by E. Pauer. Of the various 
existing‘arrangements of symphonies, that for pianoforte, 
four hands, seems to us the most useful and satisfactory, 











THE MONTHLY 


MUSICAL RECORD. [May 1, 1894. 





To read through these great masterpieces should be re- 
garded by all students as an indispensable part of their 
work. In this separate edition the symphonies are both 


handy and convenient for performance. 


Quartet in A minor for 2 violins, viola, and violoncello, 
By IGNAZ LACHNER. Op. 105. (Edition: No. 7,218 ; 
net, 2s. 6d.) London: Augener & Co. 

It is with no surprise that we find in this quartet of 
Ignaz Lachner’s an adequate example of his power of 
writing chamber music, easy of comprehension and of 
execution, and withal thrown into the strict classical 
form. Its most striking quality, to our mind, is the skill 
with which—while sustaining the interest throughout 
four movements—the composer pursues his subject 
without matter of difficult technique. Even young 
executants can perform this work without meeting any 
obstacle, and will find themselves repaid by the many 
charms of melody it possesses, 


Concertstiick fiir Violoncell, mit Pianoforte Begleitung. 
Von CARL SCHROEDER. Op. 68. London: 
Augener & Co. 

THIS concert piece, composed of an Allegro modcrato 
and an Adagio movement, which brings one back to the 
original Ad/egro, is a very good exposition of its class. 
It abounds in melodious phrases, rising in more than one 
place to brilliance. Especially worthy of the instrument 
is the Adagio. The Pianoforte accompaniment, which is 
orchestral in its effect, evinces a more than usual grasp 
of harmonization. There is no difficulty of technique 
here to dismay a ’cellist of average attainments, and the 
piece may be worthily included in the library of the 
advanced player. 


Cing Valses. Par M. MoszkowskI. Op.8. Arrangées 

pour violon et piano par EMILE THOMAS. (Edition 

No. 7,527; net, 2s.) London: Augener & Co. 
CONSIDERING the immense popularity gained by Mosz- 
kowski through his “Spanish dances,” it is a matter of 
surprise to us that the five waltzes, Op. 8, also originally 
written for pianoforte duet, should not be in equal de- 
mand, for neither as regards their melodic construc- 
tion nor their brilliant harmonization are they inferior. 
No. 3, in E major, is written in the form of a Canon, its 
sprightly theme suggesting all the character of a lively 
valse. Emile Thomas has successfully adapted them for 
violin and piano, and we trust that in doing so he may 
be the means of drawing attention to the beauties of 
these charming valses. 


Danse des Sorcidres. Morceau de salon pour violon et 

piano. Par J. HOFFMANN. London: Augener & Co. 
THIS piece consists of an a/legro assai movement in D 
major, preceded by an /n/rada of eight measures. It 
does not take the violinist beyond the third position, is 
easy and light, and should be an acceptable piece for the 
drawing-room. 


Operatic Choruses. Arranged for female voices, with 
pianoforte accompaniment, and adapted to English 
words. By H. HEALE. Four numbers from Hérold’s 
Zampa : “ Bridal Chorus ” (Edition No. 4,164; net, 
6d.); “Prayer” (Edition No. 4,165; net, 3d.); 
“ Barcarolle” (Edition No. 4,166; net, 4d.) ; 
Serenade” (Edition No. 4,167; net, 3d.). London: 
Augener & Co. 

THIS series promises to be a highly useful one, in that it 

gives to many who would otherwise miss it, the oppor- 

tunity of becoming practically acquainted with the best 
numbers of operas which are seldom or never heard in 

England. The beautiful “ Bridal Chorus,” for first and 


second soprano and contralto, requires careful handling, 
but it will repay every bit of work that is put into it. 
There is a free accompaniment, in which the editor has 
satisfactorily striven to produce the best possible reflection 
of the original score. The “ Prayer,” also for first and 
second soprano and contralto, makes smaller demands 
on the voices. After an instrumentral prelude, almost as 
long as the entire song itself, the two verses of which the 
“Prayer” consists can be taken unaccompanied, with 
advantage. The “ Barcarolle” is a two-part chorus pre- 
senting no insuperable difficulties to a moderately intelli- 
gentclass. The same may be said of the “ Serenade,” for 
three voices, unaccompanied ; or for two with the piano. 
The editor possesses a wide knowledge of operatic music, 
and brings a ripe experience to bear on the work of 
adapting for female voices. We commend this series to 
the attention of teachers. 


Sérénade par F. Schubert. Arrangé pour viola et piano. 
Par EMILE THOMAS. London: Augener & Co. 
THE popular and ever-welcome serenade by Schubert 
makes an effective solo for the viola, and, being well 
bowed and fingered, will prove useful to the increasing 
number of amateur violists. Already the réfertozre is 
sufficient to make the study of this instrument interesting, 
and in time amateurs will find little difficulty in forming 
quartette parties in which each member may acquit 

himself with credit. 


“ Lines to His Ladye.” Song. The words adapted from 
a seventeenth-century poem by HENRY BYATT. 
The music by PERCY PITT. London: Augener & Co. 

THIS is undeniably a clever song, though we question 

whether it will meet with the notice it deserves. The 

composer exhibits what is in many respects a praise- 
worthy determination to keep off the beaten track of 
ballad music, and in so doing has provided a melody 

graceful enough, but not sufficiently tuneful to make a 

name for his song, while the accompaniment (which 

quite takes our fancy) contains some wide positions dear 
to modern writers for the piano, but which the ordinary 

English singer, who accompanies himself, will fight shy 

of. Nevertheless, Mr. Pitt may be congratulated on a 

musical success. The compass of the song lies within an 

octave—from D-D. — 


Select Songs by G. F. Handel, Edited by H. HEALE, 
No. 13, “Lord, to Thee each night and day,” air 
(mezzo-soprano) from Zheodora,; No. 14, “Hymen, 
haste, thy torch prepare,” recitative and air (con- 
tralto) from Semele; No. 15, “ Where’er you walk,” 
air (tenor) from Seme/e ; No. 16, “Angels, ever bright 
and fair,” recitative and air (soprano) from 7heodora ; 
No. 17, “The people that walked in darkness,” re- 
citative and air (bass) from the Jesszah,; No. 18, “ He 
shall feed His flock,” recitative and air (contralto) ; 
“Come unto Him,” air (soprano), from the Messiah, 
London : Augener & Co, 

ANOTHER instalment of six songs by Handel claims our 

attention this month, bringing the number up to eighteen. 

This new edition of these old favourites may be relied 

upon for general accuracy and clear print ; for training 

purposes, the value of these compositions has always been 
recognised and appreciated to the fullest extent. 


Select Songs, with the original words and English 
versions by C. Laubach. Composed by HALFDAN 
.KJERULF. (Edition No.8,857; 4to ; net, 2s.) London: 
Augener & Co. 

THE artistic value of these exquisite songs has already 

been frequently remarked, and we cannot but regard the 
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“SILHOUETTES par PERCY PITT. 


Op. 4, NO 1. 
SCENE DE BALLET. 


Lento grazioso. 
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appearance of this selection of twelve songs in Augener 
& Co.’s cheap edition as a distinct mark of the apprecia- 
tion which they have won for themselves in musical 
circles. Included in this volume are :—“ Synnéve’s 
Song ” and “ Ingrid’s Song,” the words being taken from 
Bjérnson’s Synndve Solbakken; and one to words by 
Victor Hugo—‘‘ Si vous n’avez rien & me dire.” The 
remaining numbers are :—‘ Her Voice,” “ Longing,” 
“ Repose in the Pine-wood,” “Elfenland,” “A Parting,” 
“ After-glow,” “Nightingale, Sing!” “ Dissimulation,” 
“ Good-night.” 








@peras and Concerts, 


a 

THE operatic doings of the past month have been almost 
entirely confined to performances at Drury Lane Theatre, where 
Mascagni’s Cavalleria Rusticana has been given in English, in 
which language this passionate and dramatic little work loses 
something of its force and intensity, although it was creditably 
rendered. Miss Pauline Joran was the Santuzza, and sang the 
music with great energy and with ample musical ability. Mr. 
Joseph O’Mara was the tenor, and acquitted himself very well 
indeed in the music of Turiddu. Mr. Brockbank, a new bari- 
tone, sang well as Alfio, the jealous miller, and Miss Dagmar 
was pleasing as the fickle Lola. The chorus was strong, but 
somewhat coarse, and so was the orchestra. Signor Seppilli 
conducted with ability. Performances of the Bohemian Girl 
and Maritana do not call for special comment. These worn- 
out English operas belong to a very worn-out school. We want 
something more in harmony with the culture of the present day, 
and it is to be hoped that we sha'l see an advance in this 
direction ere long. 


DR. MACKENZIE’S BE/7HLEHEM. 


Ar the Albert Hall, on April 12th, Dr. Mackenzie’s sacred 
work Bethlehem was produced for the first time, a very large 
audience being present. In some portions Bethlehem recalls 
the style of Gounod by its dreamy grace and picturesque effects. 
There is nothing dramatic in the work, the subject, which is 
written in verse by Mr. Joseph Bennett, being devoted to the 
Scriptural narrative of the shepherds watching the flocks and 
hearing the announcement of the angel respecting the birth of 
the Saviour. The music is in some portions of an emotional 
kind, but reveals high merits and ample musicianly skill. The 
want of the broad style of oratorio will perhaps prevent its 
general acceptance, but the reputation of the composer will 
gain by its production. Some of the orchestral and choral 
writing greatly pleased the audience. An anthem, in particular, 
made a great impression, and a rich Oriental march, brilliantly 
scored, for the procession of the Eastern kings bringing rich 
gilts to the lowly birthplace of the Saviour, was greatly ad- 
mired and will probably become popular. Some of the 
choruses were rich and effective, but the solos were of less 
interest. Miss Ella Russell sang the music of the angel with 
fine tone and expression. Mr. Barton McGuckin and Mr. 
David Bispham had the principal tenor and bass music, and 
Miss Marian Mackenzie was successful in the contralto portions. 
Dr. Mackerzie conducted the work, and the members of the 
Royal Choral Society sang the choral portions with their 
accustomed purity of tone. The work was well received, but 
its want of dramatic power and breadth of style were drawbacks 
which will hinder the future popularity of Beth/chem, admirable 
as it is in many respects. The new school of sacred music will 
not supplant the old, but there is much that is original, pic- 
turesque, and expressive in Bethlehem. The popular principal 
of the Royal Academy of Music had a most enthusiastic recep- 
tion when he entered the orchestra, and also at the close of the 
work which is called ‘* A Mystery.” 








CRYSTAL*PALACE CONCERTS, 
A WAGNER selection, on Saturday, 14th, under the direction of 
Mr. Manns, has been the most prominent feature at the Palace. 
Madame Clara Samuell and Mr. Andrew Black were heard in 





vocal selections from Wagner’s works, which they sang in 
excellent style. The orchestra did justice to the composer, and 
the audience fully appreciated the music and its performance. 


LONDON SYMPHONY CONCERTS. 

Mr. HENSCHEL wound up his concerts on April 5th with a 
Beethoven programme, including the ‘‘ Choral Symphony,” Miss 
Fillunger, Miss Agnes Janson,’ Mr. Edward Lloyd, and Mr. 
Daniel Price being the soloists. Mr. Leonard Borwick merited 
the hearty —" given after his playing of the G major 
concerto, and Mr. Edward Lloyd sang Adé/aide finely. The 
Coriolanus overture commenced the concert. 





MISCELLANEOUS MUSICAL ITEMS. 

THE Covent Garden opera season will have many points of 
interest, the most striking being the performance of Verdi’s 
Falstaff. The comic masterpiece of the veteran Italian com- 
poser will be awaited eagerly, and a special company of Italian 
artists is engaged to perform in it—The registration of teachers 
of music according to law is likely to cause a flutter amongst 
those who take to teaching music when they have failed in all 
other occupations. No doubt some hardship will be caused by 
the legal registration of teachers ; but, considering how bad 
much of the teaching has been in this country, we rejoice at any 
change for the better, especially when it favours competent pro- 
fessors and earnest students, who have a right to be protected 
against charlatans.. Ignorant, unqualified teachers waste time 
and money, and degrade a beautiful art. We can hardly pity 
pretenders, who profess to teach what they have never acquired 
themselves, and therefore cannot impart to others.—The Bristol 
Orpheus Glee Society, at St. James’s Hall, on April 7th, made 
a most favourable impression. This societyshas done good ser- 
vice in upholding the best traditions of the fine old madrigals 
and part-songs which gained such credit for English music in 
past days.—Organ performances at the new Queen’s Hall on 
Sunday afternoons have been largely attended.—Her Majesty 
has accepted the dedication of Mr. Cowen’s opera Signa, which 
will be one of the novelties at Covent Garden this season ; and 
it is to be hoped that Mr, Cowen’s success will compensate for 
the annoyances he met with in Italy. The first novelty at 
Covent Garden will be Signor Puccini’s Manon. The season 
will commence on May 14th, and will include the adaptation of 
the Faust of Berlioz, which has been successfully played on the 
Continent ; undoubtedly the music is fine. Bruneau’s curious 
work, L’Attague du Moulin, will probably attract much atten- 
tion.—Herr Felix Mottl, the distinguished conductor of Bay- 
reuth, made his aédu¢ as conductor in this country at Queen’s 
Hall on Tuesday, April 17th. He conducted a concert of 
Wagner’s music, in which his abilities could hardly fail to make 
a deep impression. Herr Mottl would be invaluable in a 
Wagnerian opera series.—On the 11th Mr. Henschel conducted 
a Wagner concert entirely from memory at the Queen’s Hall, a 
large audience being present.—Madame Patti’s next appearance 
in London will be at the Albert Hall, May roth.—At the close 
of the Carl Rosa tour Madame Zelie de Lussan and Mr. Barton 
McGuckin will cease to be members of the company.—It is in- 
tended to place a memorial in St. George’s Hall, Liverpool, to 
Mr. Best, the distinguished organist, who recently retired from 
the active pursuit of his profession. Mr. Best has done good 
service to music in Liverpool and elsewhere. 








Musical Potes. 


MUSICAL interest in Paris is, for the moment, centred 
in the Opéra Comique and the production of Verdi’s 
Falstaff, which took place on April 18th, before a crowded, 
fashionable, and enthusiastic audience, the veteran com- 
poser modestly hiding himself in a stage-box out of sight 
of the audience. Everyone knows that the libretto by 
Arrigo Boito (French version by Paul Solange and Boito) 
is founded on Shakespeare’s Merry Wives of Windsor, 
with the addition of some passages from Henry JV., and 
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it is unlikely that this origin will help to secure favour 
for the opera with a French audience. That must be left for 
Verdi’s music to do. The cast was as follows :—Falstaff, 
M. Maurel ; Ford, M. Soulacroix ; Fenton, M. Clément ; 
Mrs. Ford and Mrs. Page, Mmes. Grandjean and 
Chevalier ; Nannette (Anne Page), Mme. Landouzy; 
and Mrs. Quickly, Mlle. Delna. M. Maurel and Mlle. 
Delna were quite the hero and heroine of the performance, 
the young lady surprising everyone by her admirable 
acting in this, her first comic part. The composer is 
lavish of admiration for the lady’s voice and style. The 
other performers were all excellent in their several vé/es, 
and the orchestra, under M. Danbé, acquitted itself to 
perfection. 

SIGNOR VERDI, being questioned by an interviewer as 
to his opinion of the works of Mascagni and Leoncavallo, 
replied that he had never met either of those composers, 
and never heard any of their works, adding that all the 
judgments on this subject which have been attributed to 
him are pure fiction. Asked as to the Va/kyrie at Milan, 
he seems to have evaded giving an opinion of the work, 
by saying that he considered the performance inadequate 
to do justice to it. 

Thais continues to enjoy a certain measure of success 
at the Grand Opéra, but there is nothing to show that it 
will keep the stage for any time. A new short opera, 
Djelma, by M. Charles Lefebvre, is in rehearsal, and 
may be expected shortly. This will probably be the 
last novelty of the present season. M. Bertrand, the 
manager, and M. Taffanel, the conductor, have been to 
Brussels to see 77¢s¢an; and it is not unlikely that 77zstan 
und Isolde may make its appearance at the Grand Opéra 
next year. 

THE Parisian concert season is all but over, as regards 
the grand orchestral concerts. At the extra Conservatoire 
Concert on Good Friday, a Requiem, said to be the last 
work of M. Gounod, was produced, but it seems to bea 
work of little importance and made no particular im- 
pression. With this work was coupled—rather strangely 
for a Good Friday concert—Brahms’ Gesang der Parzen, 
a piece not very calculated to please a Parisian audience. 
M. Lamoureux wound up his season with a Wagner 
concert; while the Concerts du Chiatelet, during M. 
Colonne’s absence in Russia, have been conducted by 
those eminent Wagnerite chefs, MM. Mottl and Levi, 
who have been very warmly welcomed by their Parisian 
audiences. The penultimate concert was to be devoted 
to Grieg, who was to conduct a number of his own works, 
and on the following Sunday, April 29th, M. Colonne 
would close his season with the Faust of Berlioz. 

THE discovery at Delphi of an ancient Greek hymn, 
with words and music complete, is an event of remaikable 
interest. The task of putting the music into modern 
notation was performed by M. Theodore Reinach, and 
M.Gevaert,to whom the result was submitted, declares that 
he believes it to be absolutely correct. M. Gabriel Fauré 
wrote an accompaniment for harp and flutes to sustain 
the voice part, and in this form the hymn was sung, at 
the Ecole des Beaux Arts, by Mme. Jeanne Reinach on 
April 12th, in a French version, and afterwards with the 
original Greek words. The melody is said to be exquisite, 
and to have in some parts a quite striking resemblance 
to the melody played by the shepherd in the third act of 
Wagner’s 772stan. 

A MEETING of the members of the Académie des Beaux 
Arts was to be held on April 28th to choose a successor 
to M. Gounod. It will not be easy to find one altogether 
worthy of the honour. 

A REVIVAL of Weber's Freischiiiz will shortly take place 
at the Opéra Ccmique, with Mmes. Nina Pack and Laisné, 


MM. Vergnet and Mondaud. Another excellent artist, 
M. Bouvet, is leaving M. Carvalho, whose new engage- 
ments include a tenor, M. Jerome, MM. Leprestre (from 
Brussels), Isnardon, Bénard, and a Mme. Graviére. 

THE tooth performance of Lohengrin at the Opéra will 
take place shortly, and the 1,o0oth of Mignon at the 
Opéra Comique. M. Van Dyck has promised his co- 
operation for the former event, and Mlle. Calvé hers for 
the latter. 

THE production of 7ristan at the Théatre de la Mon- 
naie, though not in all respects entirely adequate, seems 
to be a genuine success. The most satisfactory members 
of the cast were—M. Cossira, the Tristan; and M. 
Seguin, the Kurwenal. Mlle. Tanésy is hardly equal 
to the trying part of Isolde. The other representatives 
were Mlle. Wolf and M. Lequien. Great credit is due 
to the conductor, M. Flon. 

M. PETER BENOIT is writing another of his stupendous 
cantatas for the Antwerp Exhibition. This time he only 
wants 1,200 performers and four orchestras; one, a 
symphonic orchestra numbering 125 performers, and 
three groups of military instruments. The work is to be 
called “The Genius of Our Country,” which is, pre- 
sumably, according to M. Benoit, a genius for making 
a noise in the world. 

THE memory of César Franck has been féted at Liége 
(his native town) by a complete performance of his 
Béatitudes, and at Brussels by a performance of his 
Rédemption. The production of his opera, Hu/da, would 
be a better tribute. 

A PIECE called Janie, a musical idyl in three acts, 
was produced at Geneva, on March 13th, with much 
success. The composer is M. Jacques-Dalcroze, a pupil 
of the late Delibes. Let us also record the production 
of Mr. De Lara’s Amy Robsart at Monte Carlo, with 
such stars as Mme. Sembrich and MM. Engel and 
Melchissedec. 

THE artists who are engaged for the Wagner per- 
formances at Munich, in August and September, include 
—among the ladies, Bettaque, Bianchi, Blank, Borchers, 
De Ahna, Dressler, Klafsky, Meysenheim, Moran-Olden, 
Sigler, Staudigl, Ternina, and Wekerlin; among the 
gentlemen—Alvary, Brucks, Fuchs, Grengg, Gudehus, 
Gura, Hofmiiller, Nebe, Plank, Reichmann, Schelper, 
Vogl, Wiegand, and others. The great artists of the 
Berlin Opera House, Frau Sucher, Herr Betz, Lieban 
etc., are conspicuous by their absence. They will, how- 
ever, probably take part in the Bayreuth performances. 

Two of the promised novelties at the Berlin Opera 
House are certainly relegated to the next autumn season, 
Mascagni’s Ratcliff and Sir A. Sullivan’s Jvanhoe,; it 
seems to be still doubtful whether the third, Smetana's 
Verkaufte Braut, will share the same fate. A summer 
opera season at the former Belle-Alliance, now the Vic- 
toria, Theatre, is spoken of, but the scheme has not yet 
taken any definite shape. The disappearance of Kroll’s 
Theatre has left the field open to speculative impresarii, 
but the precedents are not very encouraging. It is also 
said that a Spanish opera company proposes to visit the 
capital, and give specimens of the real Spanish zarzuela. 
That would be a novelty. 

THE final Philharmonic Concert at Berlin took place 
on March roth, under the baton of Richard Strauss, and 
had the Choral Symphony for its chief item. These 
concerts have suffered severely by the loss of their 
famous conductor, Herr von Bulow; and the constant 
change of conductors has tended to demoralise the band. 
It is to be hoped that a competent permanent conductor 
will be rts for next season, The Symphcny Concerts 





of the Kgl. Kapelle also came to an end on March 24th, 
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with a programme including a suite by Bach, for flute 
and orchestra; Schumann's Concerto, played by Miss 
Kleeberg ; and the Choral Symphony—conducted by 
Herr Weingartner. Of miscellaneous concerts, we 
may mention that given by Mrs. Henschel, who delighted 
the music-lovers of Berlin as much as she does those of 
London; and Mme. Albani’s second concert, at which 
she sang Handel’s “Sweet Bird,” “Qui la voce” (/ 
Puritani), and, with Herr Betz, the duet from the 
Fliegende Hollinder. Miss Ethel Sharpe and Herr 
Franz Schérg gave Beethoven’s Piano and Violin Sonata, 
Op. 30, No. 3, in very excellent style. 

IT is stated that the cast of Lohengrin at Bayreuth, 
this year, is to be Frl. Dressler (Elsa), Frl. Ternina 
(Ortrud), M. Van Dyck (Lohengrin), Herr Reichmann 
(Telramund), and Herr Grengg (King). If this be 
correct, what becomes of the statement so authoritatively 
made not very long ago, that Mme. Wagner had ex- 
— asked Mme. Nordica to undertake the part of 

sa? 

THE name of Herr Brahms has lately appeared in the 
papers in connection with three donations : to the Beet- 
hoven-Haus at Bonn he has presented a manuscript copy 
of one of Eman. Bach’s cantatas, which has an inscription in 
Beethoven’s handwriting, “ Written by my dear father.” 
To the Gesellschaft der Musikfreunde at Vienna he has 
given the original manuscript score of his German 
Requiem ; and thirdly, on the day of von Biilow’s 
cremation he sent for the Pension Fund of the Phil- 
harmonic orchestra at Berlin a donation of 1,000 marks. 

A PERFORMANCE of the nine symphonies of Beethoven 
will be given at Bonn on May 4th, 5th, and 6th by the 
Giirzenich orchestra from Cologne under Herr Franz 
Willner. 

SOME scraps of operat’c news :—Rodin Hood, an opera 
by Albert Dietrich, originally brought out at Frankfort 


in 1879, has been produced at the Leipzig Stadttheater, 


and favourably received. Herr Dietrich, one of the 
worthiest followers of Schumann, is better known as an 
instrumental composer, but his opera has much merit. 
Thanks, it is said, to the influence of Duke Alfred, a 
three-act opera, Die Seemannsbraut, by a young and 
unknown Norwegian composer, Sigwardt Aspestrand, 
was produced at Gotha on April 1st without any par- 
ticular success. Smetana’s comic opera Der Kuss has 
had a great success at the Hofoper of Vienna. Forster’s 
Rose von Pontevedra, one of the Coburg prize operas of 
last year, has also been produced at the same theatre, 
apparently without creating any particular sensation. It 
is said that the Hofoper will bring out Leoncavallo’s 
I Medici next season, but this is perhaps doubtful. 
Eugen d’Albert’s opera, Der Rudin, is in preparation at 
Bremen. Mottl’s one-act piece, Fiirst und Sanger, has 
made a very favourable impression at Weimar, though 
the libretto finds little favour. The music of that re- 
markably successful piece, Humperdinck’s Hinsel und 
Gretel, is finding its way from the stage to the concert- 
room ; two extracts were warmly applauded at a concert 
at Mainz. A new opera, another Co/omda, by Herr 
Liepe, a baritone singer attached to the theatre at 
Konigsberg, has been brought out there and warmly 
received. 

HERR RICHARD STRAUSS, of Weimar, has been en- 
gaged as Kapellmeister of the Munich Opera till 1896, 
when Herr Weingartner of Berlin will enter upon the 
discharge of the dutfes of the post, to which he has 
already been appointed, though he cannot quit his 
present post till the end of next year. Herr Strauss’ 
opera (his first), Guntram, is fixed for production at 
Munich on May 6th. 





THE popular operetta of Johann Strauss, Die Fleder- 
maus, was played at Hamburg on March 13th with a cast 
probably unique in the annals of operetta. Among the 
performers were Mmes. Klafsky, Heink, von Artner, 
Herr Birrenkoven and Herr Bétel, all of them artists of 
the highest reputation. The performance was for the 
benefit of the Journalists and Authors’ Union, which, as 
may be believed, benefited hugely. 

ON his way to Paris and London, Herr Grieg has been 
conducting concerts of his own music at Munich, Geneva, 
and elsewhere, being everywhere received with great 
enthusiasm. 

Ir Herr Rubinstein leaves no inheritor of his mar- 
vellous pianistic skill, it will not be for want of taking 
pains to transmit it. At Vienna and Leipzig he has 
given concerts expressly for the benefit of students, who, 
it is to be hoped, have appreciated the opportunities so 
generously offered them. Some choral societies are 
beginning to study the composer’s Moses and Christus. 
Three parts of the former work were sung at Vienna at 
an extra Gesellschafts-concert, and at Berlin the 
Stern’sche Gesangverein proposed to perform some of 
the latter. At a festival to be held at Stuttgart, June 
2-4th, it is, at present, intended to perform the whole 
of the Christus—if found practicable (?). 

AN opera or Liederspiel, entitled Weltfriihling (The 
World’s Spring), by the Swiss composer, Hans Huber, 
has been produced at the Basle theatre with considerable 
success. 

DURING the seventy-two days the “Peters Musical 
Library at Leipsic has been open to the public, the 
number of visitors has been 1,480, and the number of 
volumes issued 3,074—a pretty striking proof of the need 
and value of such an institution. 

BARON FRANCHETTI’S new opera in three acts, Fior 
d Alpe, produced at the Scala of Milan on March 15th, 
was an entire failure ; the book is described as wretched, 
and the idyllic nature of the subject is totally unsuited to 
the composer’s talent. It was, however, more fortunate 
at Naples a fortnight later. 

THE impresario Sonzogno has acquired the Teatro 
della Canobbiana at Milan, and proposes to do wonder- 
ful things there. During a season of eight months, he 
intends to produce, besides two new works by Samara 
and Auteri-Manzocchi, Mascagni’s Ratclf, Leoncavallo’s 
Roland of Berlin (which is not yet written), Werther, 
Sigurd, L’Attaque du Moulin, Paladilhe’s Patrie, and 
Ferdinand Hummel’s Mara. Sig. Sonzogno always was 
enterprising. His conductor is to be Sig. Rodolfo Ferrari, 
an excellent chef. 

THE firm of Ricordi announce that they have com- 
missioned new operas from seven composers, Franchetti, 
Leoncavallo, Mascagni, Galeotti, Puccini, Luporini, and 
De Leva. In most of these cases the librettists are not 
yet chosen, but the popular author, Luigi Illica, is named 
for three of the works. 

M. LAMOUREUX has conducted three concerts of the 
Societa Orchestrale della Scala at Milan. The first of 
these included the Italian Symphony, Corio/an overture, 
Peer Gynt suite, and the Charfreitags-zauber, etc. 

DURING the approaching exhibition at Milan, there 
are to be eight grand symphonic concerts by the 
Orchestral Society of La Scala, numbering 120 players, 
and a chorus of 100 members. The programmes will 
include at least fifty important works of all schools, and 
many of the eminent Italian composers will conduct 
specimens of their works. 

Sic. BAZZINI, the eminent violinist and director of the 
Conservatoire of Milan, is seriously ill. 

THE Meistersinger has been produced at Madrid (in 








114 THE MONTHLY 


[May 1, 1894. 


MUSICAL RECORD. 





Spanish?). The first two acts were coldly received, the 
third with great enthusiasm. 

THE report that Herr Paur had resigned his post at 
Boston turns out to be incorrect. He expresses himself 
quite satisfied and hopes to complete the full period of 
his contract. 

A FRENCH operatic company, with M. Colonne as 
conductor, has been giving performances at St. Peters- 
burg with great success. Sigurd, Werther, and Samson 
et Dalila are among the works given. 

THE close of the musical season at Copenhagen has 
been marked by some interesting events. Lange-Miiller, 
a native composer in high esteem, gave an orchestral 
concert, at which several of his compositions, new and 
old, won much favour. At another concert, a new 
Oriental Suite by Prof. Otto Malling, one of the most 
popular of Danish composers, was produced. At the 
same concert, a new symphony by a young musician, 
Carl Nielsen, was played and very weil received. Herr 
Franz Rummel has also been giving piano recitals, which 
had a great success. 

KING Oscar of Sweden and Norway has composed 
an ode in memory of M. Gounod, which is to be produced 
shortly by one of the musical societies of the North. His 
Majesty is, probably, by far the best musician among the 
crowned heads of Europe, and we trust that his com- 
position may prove worthy of its subject and its author. 

MASSENET’S Werther, with Mmes. Eames, Arnoldson, 
MM. Jean de Reszke, and Martapoura, has caused great 
enthusiasm at Chicago. 

HERR DVORAK is reported to have renewed his en- 
gagement as Director of the National Conservatory of 
New York for two years more. 

THE last work of Messrs. Gilbert and Sullivan, Utopia, 
Limited, was produced at the Broadway Theatre, New 
York, with what looks like brilliant success, for, according 
to Freuna’s Weekly, ardent admirers encored everything, 
good, bad, and indifferent. /veund considers the music 
decidedly superior to the libretto. 

IF reports may be trusted, an interesting season of 
opera at Covent Garden may be anticipated ; it can 
hardly be supposed that Sir. A. Harris will be able to 
give all the operas the production of which he is said to 
contemplate, but almost any selection would be interesting 
with Falstaff, L’Attague du Moulin, La Navarraise, 
Signa, Werther, Manon Lescaut, and the Faust of 
Berlioz, which we hope will have the place we have 
assigned it—the last in the list. For Falstaff, it is said, 
we are to have Sig. Pessina; also Sig. Pini-Corsi, the 
original Mr. Ford, and Giulia Ravogli as Mrs. Quickly. 
Mile. Delna, whose Mrs. Quickly has excited such en- 
thusiasm in the heart of the octogenarian composer, will 
of course play her great part of Marcelline in L’Attague 
du Moulin, and, if it be produced, the part of Charlotte 
in Werther. 

DURING Her Majesty’s stay at Florence, a Bechstein 
piano has been provided, which has been used by Signori 
Buonamici and Mascagni when they had the honour of 
playing before her. 

DeaTHs.—On March 29, Haydn Parry, son of Dr. 
Joseph Parry, a young composer (he was not quite thirty) 
whose works—“ Gwen,” a cantata, and a comic opera, 
Cigarette—gave much promise of future excellence.—Sir 
Robert Patrick Stewart, who died on Saturday, March 
24 (not Sunday, the 25th) was the best-known of modern 
Irish composers. As composer, organist, professor, 
lecturer, and teacher, he was highly esteemed. His chief 
works include two cantatas, a “ Winter Night’s Wake,” 
and the “Eve of St. John,” several occasional odes, a 
great deal of church music, and a very large number of 





songs, glees, part-songs, etc. Some organ music, also, 
though little known, is of excellent quality. It may, 
perhaps, be said that he has not had all the reputation he 
deserved. He was born in December, 1825, and was 
sixty-eight at the time of his death—Dr. Wm. J. West- 
brook, who also died on March 24, was a well-known 
composer and arranger of pieces for the organ. He was 
born January 1, 1831.—Abroad we find the deaths of 
Jacob Rosenhain (March 21), a German composer, born 
at Mannheim in 1813, who settled in Paris in 1849, pro- 
duced an opera or two there, and later on retired to 
Baden, where he died. He was a very industrious com- 
poser, and wrote music of all kinds, but it is doubtful if 
any of it will long survive its author. A piano concerto 
of his was played not long ago at the Crystal Palace by 
Miss Fanny Davies, and was pronounced interesting in a 
rather old-fashioned style—On April 13 Philip Spitta 
died, best known as the biographer of Sebastian Bach ; 
but this is by no means his sole claim to be remembered, 
though of itself quite sufficient to preserve his memory 
for ages. Son of a distinguished poet, a sort of German 
Keble, Spitta, who was born December 27, 1841, in a 
small Hanoverian town, had an excellent education, and 
in 1875 became Secretary of the Royal Academy of Arts 
of Berlin and University Professor of Musical History— 
posts which he held till his death. In 1873 and 1879, he 
published the two volumes of his Life of J. S. Bach, an 
accurate and exhaustive work, hardly likely ever to be 
superseded. He is also the author of a Life of Schu- 
mann, which was originally contributed to Grove’s 
Dictionary. Besides writing articles in several musical 
journals, he was, from 1884, joint-editor with Chrysander 
and Adler of the “ Vierteljahrsschrift fiir Musikwissen- 
schaft.” He edited a critical edition of the organ works of 
Buxtehude, and was engaged on a complete edition of 
the works of Heinrich Schiitz, of which three volumes 
have already appeared. 
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MOZART. First movement of Sonata in E flat, Singly, 2s. 6d. 
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Capriccio, en SOL majeur oe om . cos ae - No. 1. Alla Marcia .., 


Mélodieen FA «. past hse isc ORME 2. Canzonetta ... 
Intermezzo Schersese, ¢2 en SOL ‘majeur perce fee aay > one di Minuetto 

Etude, en m1 bémol e = cs 9 Seg 

Polkette, en FA majeur... si oe ven ove os ose . Alpenrosen. Tyrolienne ae “ 

Menuet al’Antique, en LA majeur .. 00 oe estes . —- Napoli! Tarentelle ...  ... 

Tempo di Mazurka, en RE bémol majeur ... —... me < ‘flower. Maiglickchen. Tonstiick 


. ; Pall a élégante " ove eee 
Deuxiéme Istorietta,en LA majeur... ..  .. fess! 000 . La Reine du Bal. ValsedeSalon ... 


Danse polonaise, en FA diése mineur ae eve oe ove . Carillon. Morceau de — 

Mélodie-Nocturne en FA majeur... ee tees Edelweiss. Tonbild 

Alla Menuettoen La majeur... 9.00 ee ee nee 8. — Idylle 

Liebestraum (A dream of love) py Y ia Detns.. és -” ; 

—— “Revert sy ore) Longing for Home (Heimweh) "Meledy ae eee 
ondnacht ( Le ry Os sie ones oar ee Irrlichter Tanz. (Danse des feux follets,). Scherzo 

Moment musical, en mt bémol majeur wy uses ane Rondo Scherzando con moto Perpetuo alla 

* All are salon pieces, but rank high in the class.”"—7he Times, 84. Die Lori vom Berge. Tonbild. on 


Romance .., tee 
London: AUGENER & CO., 86, Newgate Street, E.C,; Mélodies styriennes 


1, Foubert’s Place, and 81, RegentStreet, WwW, Gavotte de la Cour 
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AUGENER'S EDITION OF 


S. BACH’S ORGAN WORKS. EDITED 
° W. T. BEST. 
No. 9801, Vol. I. 6 Preludesand Fugues ... s+  s net 
(No. 1 inc, 2 in G minor, 3 in D, 4 in & minor, 5 in F 
minor, 6 in G.) 
No. 9802. Vol. II. 6 Preludes and Fugues a a 
(No. 7 in c,8 in A minor, 2: 4 D minor, to in G, 11 in 
C minor, 12 in & flat ‘‘ St. An 
No. 9803. Vol. III. 6 Preludes and Pepe ee 
(No. 13 in c, 14 in c minor, 15 in A, 16 in B minor, 17 in 
c minor, 18 in E minor, ) 
No. 9804. Vol.IV. .. 9 as a. de. ho 
(Fantasia and Fugue inc minor. Toccata and Fugue in 
p minor. Toccata and Fugue in £ major. Toccata 
and Fugue in c major.) 
No. 9805. Vol. VV. ... a “aa sn v= Net 
(Toccata and Fugue i in F F major. Toccata and Fugue in 
D minor. Passacaglia in c minor.) 
No. 9806. Vol. VI. ... ve ooo net 
(Fugue in G minor. Fugue in c minor. . Fugue i in B minor. 
. Fugue inc minor. Alla breve in D major. Canzona 
in D minor. Fantasia in c minor. Fantasia in G major.) 
No. 9807. Vol. VII. ... pen net 
(Eight shortPreludes and ¥ ugues. No. rinc major, 2in 
| D minor, 3 in E minor, 4 in F major, 5 in G major, 6 in 
G minor, 7 in A minor, 8 in B flat major.) 
No. 9808. Vol. VIII. . pe «. ~=net 
(Six Sonatas for 2 Claviers and Pedal. No. 1 in B flat 
major, 2 in c minor, 3 in D minor, 4 in E minor, 5 in C 
major, 6 in G major. a 
No. 9809. Vol. IX. ... pm «. net 
(Prelude and Fugue, A minor. Fu 20, | G major. Prelude, 
; Aminor. Fantasia, G major. Fantasia and Fugue, A 
minor. Fantasia with imitation, B minor. Fantasia, 
c major. Prelude, G major. Fugue, G major. Pas- 
| torale, F major. Prelude, c major. Trio, D minor.) 
No 9810. Vol. X. we = Met 
Four Concertos : No. 1, "inc ‘major ; 2, ina minor ; 3, in 
C major; 4, in C major. 


No, 9811. Vol. XI, The Great Choral-Preludes, Nos. 1to6 net 
No. 9812. Vol. XII... Ditto oe Nos. 7 to 12 net 
No. 9813. Vol. XIII. ... Ditto « Nos, 13to 18 net 


London: AUGENER & CO., 86, Newgate Street, E.C.; 1, Foubert’s 
Place, and 81, Regent Street, W. 





USEFUL TEACHING PIECES. 
TWENTY-FIVE 


SHORT ORIGINAL PIECES 
FOR THE PIANOFORTE. 


2 oo oO” first Pieces (Idyl, Evening Song, A Sad Moment, 
ort 
a My first Pieces (Ballad, Scherzino, Prayer, Easy 
ance 
Guruitt. March, Op. ror, 
Reinacks; The Child and fn Coches, The Evening Star. 
GuruittT. Valse —_ Op. 101, No. 14. 
. Krause. Joyful pla > oF garden. Op. 77, No. 2, 
Reinecke. ‘The Mill, and Duet. 
LogscHHorN. The Little Postillion. Op. 96, No. 
Guruitt. Hunting Song (Jagdstiick). Op. 140, No. 14 
Paugr. The Brooklet. 
LogscHHorN. On the Rocking-Horse. Op. 100, No. 4. 
RgINECKE. Gavotte. 
Paver. Waltz. 
GuruittT. Gavotte. 
ScHARWENKA. March. Op. 62, No. 1. 
Paver. Dance Song. 
HEALE. Minuet, 
Keinecke. Hide and Seek. 
H. Heace. Gavotte. 
R. Schumann. Albumblatt. Op. 68, No, 3>. 
E, Paver. Hungarian. 
. LogscuHorn. A Little Dance. 
R, ScoumANN, May Charming May. Op. 68. No. 13. 
F. MEenpetssoun- BarRTHOLDy. 6 Pieces. Op. 72, No. 1. 
F, MENDELSSOHN-BARTHOLDY. 6 Pieces, Op, 72, No. 2. 


Price 1s. each. 


London: AUGENER & CO., 86, Newgate Street, E.C.; 1, Foubert’s Place, 
and Br, Regent Street, W. 
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NEW PIANOFORTE PIECES. 


EDOUARD SCHUTT’S 
PELE-MELE, 8 Morceaux pour Piano. Op. 4t- 


. 1. En campagne... 
. Solitude 
. Petite sérénide 
. Arrivée du Prince Charmant 
. Préambule du bal 
. Pas lent 
- Un peu regen 
. Finale .. 





DORFMUSIK (Rusric § a CENES). 


18 CHARAKTERISTISCHE STUCKE 
FUR DAS PIANOFORTE VON 


RICHARD KLEINMICHEL. 


Op. 56. 

. Hochzeitszug (Wedding Procession) ‘ 
. Hansel und Gretel beim Tanz (Hans and Grete dencing) .. 
Am Spinnrocken (Spinning) 
. Fahrende Singer (Wandering Minstrels 
. Jagergruss (Hunter’s Greeting) .. 
Beim Zitherspiel (Cither- playing) 
In der Kunstreiterbude (At the Circus) 
. Die Post kommt (The Post is coming) 
. Feierabend (Evening Rest) 
. Erntefest-Reigen (Harvest Festival Dance) . 

Die Miihle am Bach (The Mill on the Brook) . 

. Bruder Studio (The Student) s 
13. Landmanns Morgengesang (Peasant’s Morning Song) 
14. Handwerksburschen-Lied (Journeyman’s 's Song) 
1s. Kirchgang (Going to Church) . 
16. Durchziehende Truppen (Passing Troops) 
17. Kirmess (Kermess).. 
18, In der Dorfschenke (At the Village Inn) 


London: AUGENER & CO., 86, Newgate ‘Street, E.C.; 
1, Foubert’s Place, and 81, Regent Street, W. 
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New Edition, arranged in Progressive Order, 
OF 


R. SCHUMANN’S ALBUM 


for the Pianoforte. 
Revised, fingered, and supplemented with instructive annotations 
BY 


TH. KULLAK. 


Album for the Young. Op. 68 :— 
" a Sea and Soldiers’ | 14. The Horseman’s Song. 
15. Reminiscence and Canon. 
. m2 Song and Choral. 16. Sheherazade. 
. A Little Piece and First Loss. | 17. Welcome to May. 
. The Poor Orphan and Merry | 38. Mignon and Northern Song. 
Peasant. 19. Sailor’ s Song. 
. Hunting Song and Siciliano. | 20. * (No. 30). 
Wild Horseman and Reapers’ | at. ites Sailors’ Song. 
Song. | 22. Round. 
. A Little Study. 23. Winter Time, I. and New Year's 
. Popular Air and Romance. | Song. 
. Spring Song. 24. Choral. 
» Little ce, and * * * | 25. Battle Song. 
(No. 21). 26. The Stranger. 
. Rustic Song and Recollections | 27. Vintage Time, 
of the Play. | 28. Fughetta. 
. Harvest Song and * * * (No. 26). 29. Theme. 
. Knight Rupert. ' 30. Winter Time, II. 
Scenes of Childhood. Op. 15 :— 
. OfStrange Countries and People | 35. Child Falling Asleep. 
(From Foreign Parts), and | 36. The Entreating Child and The 
Catch me if you can. Knight of the Hobby-Horse. 
. A Strange Story. 37- Quite Happy. 
. Revery (Dreaming), and At the | 38. Almost too Serious. 
Fire-side. 39. Fr.ghtening. 
34. An Important Event, and The 
Poet Speaks, 
Continental fingering, price 1s, each, 


London: AUGENER & CO., 86, Newgate Street, E.C.; also 1, Foubert’s 
Place, and 81, Regent Street, W, 
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SONGS from the Oratorios and Operas 


OF 


G. F. HANDEL. 
Edited by H. Heare. 


No. 1. Love sounds the alarm. Recit. and Air (Tenor). From “ Acis 
and Galatea”... 
2. See _ raging flames arise. " Recit. and Air ‘(Bass). From 
ua” 
3. The Lord ‘worketh wonders. ‘Recit. and Air (Baritone). From 
** Judas Maccabeeus ” 
4- From mighty kings. 
Maccabeus ” 


~ panel 


Recit. and Air (oprano). ‘From “Judas 


5. O Liberty, thou’ "choicest treasure. Recit. and d Air (Mezzo- 

Soprano). From “ Judas Maccabeus” vs ove 

. Total Eclipse. (Tenor), From ‘‘Samson 

. So shall the lute and harp awake, Recit. “id ‘Air (Soprano). 
From ‘‘ Judas Maccabeeus” . 

‘ Arm, arm, ye brave. Recit. and Air (Baritone or Bass). From 

** Judas Maccabeeus” ne 

. Sing songs of praise. Recit. and Air (Tenor). From “ Esther” 

. In the battle, fame ama Recit. and Air (Contralto). 
From “ Deborah” 

. Thou shalt bring themin. Air (Contralto). 
Egypt”... 

. My soul awakens. 
** Admeto” 

. Lord to Thee each night and day, ‘Air (mezzo- soprano). From 


From “ Israel in 


Cangio d'aspetto, Air (Contralto).” From 


“* Theodora” 
. Hymen, haste, thy torch prepare. 
From ‘‘ Semele” 
15. Where'er you walk. Air (tenor). 
16, Angels, ever bright and fair. 
‘Theodora ” 
17. The people that ‘walked in darkness, 
From the ‘‘ Messiah” ... 


"Recit, and Air (contralto). 


"From “Semele”. 
Recit. and Air (soprano), From 


Recit. and Air (bass). 


18, He shall feed His flock. Recit. and Air (contralto) ; Come 
unto Him. Air (soprano). From the ‘ Messiah” 
19. The trumpet shall sound. Recit, and Air (bass). 

** Messiah” 


20. Oh! had I Jubal’ s lyre. Air (soprano). “From. “ Joshua” 
2t. Return, O God of Hests. Air (contralto). From ‘‘ Samson” 
22. How willing my paternal love. Air (bass). From ‘‘Samson” 
London; AUGENER & CO., 86, Newgate Street, E.C. ; also 
x Foubert’s Place, and 81, Regent Street, W. 


52934 
52936 
§293¢ = a 
Op. 93. 3 Morceaux de Salon pour Violon et Piano— 
Nocturne 
Tarantelle 
Danse des matelots . es aa 
Op. 94. Deux Morceaux de Salon p pour Violon avec Piano— 
No. t. Siesta 
2. Grande Sain... 
Op. 95. Vier Klavierstiicke— 
No. x. An der Quelle 
2. Nordisch 
3. Gondelfahrt 
4. Freude 
Op. 96—98. 3 Sonatinas for 2 » Vien 
No. 1, in A major. Op. 96 
2,in D major. Op. 97 
3, in B flat major. Op. 98 .. 
3 Sonatinas for Violin and Piano— 
No, 1, in A major. Op. 99 x 
2, in B flat major. Op. 100 
3, in G major. Op. 10x 


From the 





EW WORKS by IGNAZ LACHNER :— 
Op. 92. 3 Sonatinas for 3 Violins— 
No. 1, in B flat major 
2, in G major .. 
2, in A.. 


75114 
75116 


75t1C 


Op. 99—101. 


2 Trios for Violin, Viola and Deedes - 
Grand Trio in & flat. 


Op. 102—103. 
Op. 102 .. oo 4 

Grand Trioinc. Op. 103 ‘ 4 
Op. 104. Quartet for 2 Violins, Viola, ont Whtenlie 2 
Op. 105. Quartet for 2 Violins, Viola, and Violoncello net 2 
Op. 106. Quartet for 3 Violins and Viola net 2 


London: AUGENER & CO., 86, Newgate Street, E.C.; 


also at 
1, Foubert’s Place, and 81, Regent Street, W. 





NEW PIANOFORTE PIECES. 


TROIS PIECES CARACTERISTIQUES 


Pour Piano par 
ANTON STRELEZKI. 


No, 1, Dans le jardin, (Im Garten.) 
2. Kéve du Printemps, (Frihlingstraum.) 
3. Agaceries. (Neckereien.) 


Price 3s. each, 


London ; AUGENER & CO., 86, Newgate Street, E.C ; 1, Foubert’s Place 
and 81, Regent Street, W. 





THE NEW 


Quarterly MASusical 
Review. 


THE NEW QUARTERLY MUSICAL REVIEW is sold by Subscription 
at 4s. 6d., post free, per annum, or 1s, net per single copy (1s. 2d. per post). 
The Months of publication are Fesruary, May, Aucust, and NovamBer, 

A New Volume commences in 
No. 5. MAY. 

CONTENTS. 

. The Harp in the Orchestra By JOHN THOMAS. 


. Richard Hofmann’s “ Practische 
Instrumentationslehre ” By F. CORDER. 


. Dr. Mackenzie’s ‘‘Bethlehem.” A Review. 
. Johann Wilhelm Hassler ... By LOUIS T. ROWE. 


. Some Questions sug valid) . 
' by the Handel Festivals j By HENRY DAVEY. 


. Retrospective . By F. GILBERT WEBB. 
. Musical Literature. By J.A. FULLER MAITLAND. 
8. New Musical Publications. 

Obituary. 


1894. 


Prick ONE SHILLING. 


The names of Contributors include :—Sir Georca Grove, Dr. A, C. 
Mackenzig, Dr. C. Hupertr Parry, Dr. A. Seipt (Weimar), Dr. C. 
STEGGALL, Prof. C, Vittiers STANFORD, FREDERICK CoRDBR, EBENEZER 
Prout, Joun Tuomas, W. H. Cumminas, C. A. Barry, J. A. FULLER 
Maittanp, J. S. SHeptock, C. L. Graves, W. BarcLay Squire, 
J. D. Rocers, R, A. StREATFEILD, F. Gitsert Wass, C. F. Aspy 
Wituiams, Rosin H. Leccr, GRANVILLE Bantock, ErRsKINE ALLON 
H. OrsmMonp ANDERTON, WILLIAM WaALtace, A. Davipson ARNOTT, 
S. J. Apair Fitrz-Geracp, Ernest Newman, W. Asuton E tis, &c. &c. 





PUBLISHED BY 


ROBERT COCKS & Co., 
6, New Burlington Street, London, W. 





— IRISH ACADEMY OF MUSIC. 


The Harmony, Organ, and Pianoforte Professorships formerly held 
by the late Sir Robert Stewart, Mus.D., are now vacant, and the Governors 
are open to consider applications from musicians desirous of obtaining the 
appointments. Candidates may apply for any one or more of the said 
professorships. 

Full information as to terms, nature of appointments, etc., can be had on 
application, by letter only, to 
The Selection Committee, 
Royal Irish Academy of Music, 36, Westland Row, Dublin. 
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EBENEZER PROUT'S 


THEORETICAL Works IN AUGENER’S EDITION. 


Demy 8vo. 





Augener’s 


No. 


Bound. 
oa LJARMONY: ITS THEORY AND *“ 


PRACTICE. By EBENEZER PROUT, B.A., Lond., 
Professor of Harmony and Composition at the Royal 
Academy of Music, &c, Sixth Edition oo we 


82a KEY TO “HARMONY: ITS THEORY 
AND PRACTICE.” Second Edition 


91823 ADDITIONAL EXERCISES TO E. 
PROUT’S ‘‘HARMONY: ITS THEORY AND 
PRACTICE.” Second Edition oe we 


KEY TO THE ADDITIONAL EXER- 
CISES TO E. PROUT’S “ HARMONY.” Second Edition 


OUNTERPOINT: STRICT AND 


FREE. By EBENEZER PROUT, B.A. Lond., Pro- 
fessor of Harmony and Composition at the Royal Academy 
of Music, &c. Third Edition oe eos 


9834 ADDITIONAL EXERCISES TO 
E. PROUT’S ‘“COUNTERPOINT: STRICT AND 
FREE,” with Melodies and Unfigured Basses for Har- 
monising. Second Edition . 


OUBLE COUNTERPOINT AND 

CANON. By EBENEZER PROUT, B.A. Lond. 
Professor of Harmony and Composition at the Royal 
Academy of Music, &c, Second Edition 


FUGUE. By EBENEZER PROUT, B.A. 


Lond., Professor of Harmony and Composition at the 
Royal Academy of Music, &c. Second Edition... 


FUGAL-ANALYSIS: A Companion 
“Fugue.” Being a Collection of Fugues put into Score and 
Analysed. By EBENEZER PROUT, B.A. Lond., Pro- 
fessor of Harmony and Composition at the Royal Academy 
of Music, &c, Second Edition .., 


oe or 


g182c 





9183. 


one - oes - on 





one - oe 





to 


M USICAL FORM. By EBENEZER Prout, 


B.A, Lond., Professor of Harmony and Composition 
at the Royal Academy of Music, etc. Second Edition 


Che Baily Telegraph 


Of March 17th, 1893, contained the following Review :— 


“ The series of theoretical works written by Ebenezer Prout will prove of inestimable 
service to teacher and scholar alike. Published in nine volumes, the series embraces an 
exhaustive treatise on each of the following subjects: Harmony, its theory and 
practice; counterpoint, strict and free; double counterpoint; and fugue. With 
earnestness the author points out the desirability of studying harmony and ‘strict 

point’ simul ly, and advises that ‘as soon as the pupil has mastered 

triads and their inversions, he shall begin el point.’ This rec d 
tion is unkeeded by many teachers of theory, and some there are who altogether reject 
the plan, on the ground of strict counterpoint being of little practical value. But the 
author, believing it to bean essential branch of study, has, by verbal explanation or 
rules, as well as by illustrative examples, succeeded in making it Ly attractive and 
important. Two-part counterpoint is treated at considerable length, a chapter being 
devoted to each of the ‘Five Species.’ As far as the ‘species’ are concerned, the 
same order is obersved in three-part and four-part strict counterpoint. So varied in 
construction are tne exercises and examples that one is apt to forget that the only 
harmonies used therein are diatonic Triads and their first inversions. In leading 
students through paths trodden by our musical ancestors the skilful guide never fails to 
int out onsets of interest to be met with on the way. Though so much in love with 
is subject, he places it in its proper position, as a preliminary study to actual com- 
position. The fact is again and again insisted upon that ‘strict counterpoint is simply 
the means to an end.’ The object to be attained is the power of free part-writing, 
here called ‘ free counterpoint,’ the study of which should not, the author says, be com- 
menced before the pupil has completed his course of harmony. Liberated from the 
restraints imposed by ancient rules, modern counterpoint opens the door to well-nigh all 
combinations which do not violate the laws of harmony. ‘The final chapter treats on the 
application of counterpoint to practical composition. In the book on Double Counter- 
point and Canon, Mr. Prout places these intricate subjects before the student in the 
clearest and most convincing manner, The last, as yet published, of the series is an 
able and in some respects remarkable treatiseon Fugue. After carefully examining the 
rules from time to time laid down by men in authority, and after py testing their 
accuracy by the works of Bach and other great masters, the author is led to declare 
that ‘there is no branch of 7a ce in which theory is more widely at variance 
with practice than in that of fugue.’ In stating his own views, he directs attention to the 
So overn the relation between Subject and Answer. 











While there is but 

le diversity of opinion as to what should be the features of the subject, there are, on 
the other hand, many conflicting opinions as tc the nature of the answer. The theorist 
directs one mode of procedure, and the composer acts upon another. ‘ This rule,’ says 
the old text-book, ‘is absolute’; yet Bach is found breaking it with good effect. Our 
author wisely declines to submit to the authority of any rule however ancient unless it 
be found in agreement with the general practice of ier masters. Of course, 
there must be rules for the guidance of students ; and, while rejecting some which have 





Review of E. Prout’s Text-books (continued )— 

ittle else than age to recommend them, he has provided others supported by references 
to fugal works by the greatest writers. In describing a fi as a composition in 
* ternary form,’ Mr. Prout says: ‘The first section extends as as the end of the last 
entry of the subject or answer in the original keys of tonic and dominant. Thesecond 
or middle section begins with the commencement of the first episode, which modulates 
to any other key than that’of tonic or dominant; and the third or final section 

with the return of the subject and answer.’ The features of each section are admirably 
deli d, and the ion of the whole fugue is clearly explained and aptly illus- 
trated. As text-books, Mr. Prout’s theoretical t doub take 
the position of standard works.”—7he Daily Telegraph, March 17th, 1893, 

London: AUGENER & CO., 86, Newgate Street, E.C.; also at 
1, Foubert’s Place, and 81, Rezent Street, W. 


DR. H. RIEMANN’S 


CATECHISMS IN AUGENER’S EDITION. 
Crown 8vo. Bound in 
No. Limp Cloth 
gaot. ATECHISM OF MUSICAL INSTRU- *“ 
— (Guips to InstruMENTATION). In paper 

covers, 


ATECHISM OF MUSICAL HIS- 
gaca. Part I. History of Musical Instruments, and History of Tone 
Systems and Notation. In paper covers, net, 2s. .. ‘ 

9203. Part II. History of Musical Form, with Biographical Notices.. 
In Paper Covers, net, a/- 











2/6 


» 28. oe « oe “ ee ee oe 








one CATECHISM OF PIANOFORTE 


PLAYING, In paper covers, net, 25. a+» 


R. RIEMANN’S ANALYSIS OF BACH’S 
48 PRELUDES and FUGUES (Wohltemperirtes Klavier), 
Translated from the German by J. S. Shedlock, B.A. 
g205 Part I. 24 Preludes and Fugues. In paper Covers, net, 2s. ... 
9206 Part II. 24 Preludes and Fugues. In paper covers, net, 2s. ... 
N.B.—These Catechisms will be continued. 


London: AUGENER & CO., 86, Newgate St., E.C.; & 1, Foubert's Place, W. 
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AUGENER’s EpITION, No. 9,200. 


DICTIONARY OF MUSIC 
DR. HUGO RIEMANN. 


Translated by J. S. SHEDLOCK, B.A, 
g200a Part J. (A. to BEck). 


g2008 Part Il. (Becxé to CHACONNE). 

g2ooe Part ITT. (Cx#abwick to DISSONANCE). 

gaood Part IV. (Distincro to FUNDAMENTAL Bass). 

gzooe Part V. (FUNDAMENTAL CHORD to HANDEL). 
Each Part price 1s. net. 


Rremann’s Dictionary is a concisely worded musical encyclopaedia, 
which avoids all that is superfluous, It will comprisenot only the biographies 
of noteworthy musicians and writers on music of the past and present, with 
criticisms of their works, but also a complete description and history of all 
musical instruments, an easily intelligible exposition of musical theory, 
definitions of musical art-expressions, etc. It will appear in fourteen parts, 
at One Shilling each, which will bind in one handy volume. That which 
distinguishes Riemann’s Dictionary from other dictionaries is unity and 
consi y of st , which is only attainable if one and the same 
author writes an entire work, but not if a number of contributors 
compete, who are of different opinions and variously gifted. Riemann 
long since, by his striking and many-sided literary activity, given proof of 
his entire ability to cope with the task of compiling a work of this encyclo- 
pedic nature. His dictionary contains, in convenient alphabetical order, 
so to speak, the sum and substance of the results of his researches in the 
most varied ranges of musical science, ¢.g. the history of notation, the 
theories of rhythm (phrasing), harmony and form (analysis), musical 
esthetics, etc.; it is therefore adapted to serve as an introduction to his 
musical pedagogic reforms. The problem of presenting established facts in 
a concise and clear manner has here been brilliantly solved. 

“MESSRS. AUGENER are bringing out in parts a handy edition of Dr. H. Riemann’s 
* Dictionary of Music,’ translated by Mr. Shedlock, and furnished with additional matter 
by the author. So far as the first instalment goes, the work has been excellently done, 
especially in the matter of just allotment of space. Such literary treatises as appear in 
the great dictionaries of Mendel or Grove do not come wichin the scope of a work like 
this, but to the ordinary student the newly issued di: wilt i VEsMe, 
and the name of the translator—who may be ~-4~ of having taken more than a 
translator's part in the compilation of the English biographies—is a guarantee for 
accuracy thorough research."— The New Quarterly Musical Review, August, 1893. 

London: AUGENER & CO., 86, N Street, E.C ; 
1, Foubert’s Place, and 81, Regent treet, W, 











120 THE MONTHLY MUSICAL RECORD. 


[May 1, 1894. 





OVELTIES OUVEAUTES 
published on (Nova) publiées 
May tst, 1894, by le rer Mai, 1894, chez 





AUGENER & CO., 86, Newgate Street, E.C. ; 
1, Foubert’s Place, & 81, Regent Street, London, W. 


(All Music engraved and printed in England at Augener’s 
Music Printing Officine, 10, Lexington Street, London.) 





Ration ~~ PIANOFORTE SOLOS (& 2 mains). =. d. 


8113. CZERNY. Preparatory School of Velocity (Vorschule 
der Geldufigkeit). 100 selected studies, revised, 
phrased and fingered by Dr. Hugo Riemann. C. 

Complete net 3 


8113a—c The same in 3 Books ove +» each, net 1x 
HAYDN, J. Symphonies, eae Max Pauer :— 
6183¢ No. 4, in D major ie net 1 — 
6183¢ 5, in D major net 1 — 
61837 6, in G major (mit dem Paukenschlag) net 1 — 
6183” 7, in C major eee wo Stir 


STRELEZKI, ANTON. —_ _ 


No. 70. Mondnacht (Réverie Nocturne) oo. 33> 
71. Moment musical, en Mi bémol majeur 3- 

WAGNER, E. D. Two  ~ snee Op. 81. No. 1, 
in E flat; No. 2, in B flat... vite -. each 3 — 


PIANOFORTE DUET. 
BALFE. Overture to the comic opera ‘‘ The Castle 


of Aymon” (I quattro fratelli) ie s=- 
GRAU, DURAND DE. Les Clochettes.. Galop 
brillant. Op. 18 ae 4 0 
KIRCHNER, F. Die Crikos-Post, Galop b brillant. 
Op. 514. (4M. F. No. 50) ... 3- 
ORGAN. 


9813. BACH, J. S. Organ Works, Edited by W. T. Best 
(Oblong Folio) : Vol. XIII. The Great Choral- 
Preludes. Nos. 13to18 ... wo net 2— 
No. 13. Von Gott will ich nicht lassen. 

14. Wenn wir in héchsten Nothen sind, 

15. Herr Jesu Christ, dich zu uns wend. 

16. Nun komm’ der Heiden Heiland. 

17. Valet will ich dir geben, 

18, Dies sind die heil'gen zehn Gebot. 


VIOLIN AND PIANOFORTE. 


HOFFMANN, J. Robin Adair. Fantaisie brillante 3 — 
JENSEN, G. Vortragsstudien. Eine Sammlung 
hervorragender und beliebter Tonstticke alter 


Meister :— 
No. 15. G. B. Martini, Siciliana... ioe - 3 
16, G, B. Martini. Gavotta ... sa . 3= 
INSTRUMENTAL. 


GOLTERMANN, G. 6leichte Tonbilder. Six easy 
Tone-pictures for the Violin, in the first position, 
with Pianoforte accompaniment. Op. 118 :— 


No. 1, Abendlied. Evening Song ... ae ov on 
2. Trauer. Mourning ... oe ow 3 
3. Freud und Leid. Joy and sorrow... . 3 
4. Leichter Sinn. Light-hearted Sas ~~ a= 
5. Zufriedenheit. Contentment sm o- 3= 
6. Entsagung. Resignation .., es 
7219 LACHNER, IGNAZ, arma in C, for 3 Violins and 
Viola. Op. 106 att 2 6 
SCHUBERT, .F. Ave Satin arr. _* Viola et 
Piano par fimile Thomas ee 3— 
THOMAS, EMILE. Duos jens ain _ 
5634a Cah, I. 2 Duosen Ut et Sol ese ve «=6s Pet oI — 
56345 », Il, 2 Duos en Fa et Si bémol ... .. met r— 








Novelties (continued )— s. @ 
VOCAL MUSIC. 


BLADES, HERBERT. Six Songs from the Lyrics 
of Aldrich, Dekker and Byron. (A.) 4to... net 2 6 


HANDEL, G. F. Select Songs, edited by H. Heale :— 
No. 19. The trumpet shall sound. Recit. and air 


(Bass). From the Messiah 3- 
20. Oh! had I Jubal’s lyre. Air (Soprano). 

From Joshua .. pS mm ww 2 
21. Return, O God ‘of Hosts. Air (Contralto). 

From Samson 2—- 
22. How willing my paternal love. Air (Bass). 

From Samson i 2- 


HEALE, H. Operatic neniinie arranged oe entade 
voices, with pianoforte accompaniment, and 
adapted to English words :— 

From Lortzing’s ‘* Undine.” 


4168 Bridal Chorus, Bring flowers, fresh flowers. 
2 or 3-partchorus. ... net — 4 

4169 Hunting Chorus. Their peal the merry — 
ring out, 2-partchorus.,. = % 

4170 Prayer. Thou, shepherd, that dost Israel els 
4-part chorus (piano ad 11d.) ww. Met —3 

MAWSON-MARKS, Ss Rest — 

Song. Op. 2. 


= bw 
loa 


—Love. Song. Op. 3. 


MOFFAT. A. The Passing Year. A Pastoral Cantata 
for Female Voices, Soli and Chorus (2-part), with 
Pianoforte accompaniment :— 
gro1d Part II, Summer... is ie ew. Met r— 


BOOKS ON MUSIC. 
9183 PROUT, EBENEZER. Counterpoint: Strict and 


Free, Fourth Edition .» ee Bound, net 5 — 
g18t PROUT, LOUIS B. Harmonic eames In paper 
cover ... ° -. net 2— 


' AUGENER & Co., London. 


City Chief Office: 86, Newgate Street, E.C. 
West End Branches: 1, Foubert’s Place, 
& 81, Regent Street, W. 


Cheques and Post Office Orders payable to the order of Augener 
& Co., and to be crossed ‘‘ London and Midland Bank, Limited." 


Telegraphic Address—AUGENER, LONDON, 











CONTENTS, 
PAGE 
Graun’s " Passion OrRATOaIO,” AND HANDEL'S KNOWLEDGE OF IT. 
By Esengzer Prout .. ‘e ee as ee «- «697 
Tue Orcan Works or J. S. Bacu. Epitep sy W. T. Bast. 
By Steruen S. Stratton. (Continued) . Pa oe oo 9 
RAMBLE THROUGH A Musicat DIcTIONARY .. 101 


Strupigs In Mopern Opera: A CourRSE OF Lectunns Dativerep 
IN THE PuILosopHICAL INsTITUTION, EDINBURGH, By 
FRANKLIN PETERSON. (Continued) . es 102 
THE PIANOFORTE TREACHER: A Couuecrion OF Aariciss in. 
TENDED FOR EDUCATIONAL Purposes, CONSISTING OF 
ADVICE AS TO THE SELECTION OF CLASSICAL AND MODERN 
Pisces wiTH REGARD TO DiFFICULTY, AND SUGGESTIONS AS 


TO THEIR PerFoRMANCE. By E. Paver. Loaaapicnan +. 103 
Letrrer FROM LErPziG.. ee ee 104 
Our Music Paces: Percy Pitt’s “ Schwe | DE Bauer” (Si- 

HouETTES, No. 1) . F ee Pe | 
Reviews oF New Music AND Naw Eprrions ... a es es 105 
Operas AND CONCERTS oe oe an ae an Pr +. IIE 
Musicat Nortss.. we as “ es os as 
May NovgttTigs oF Avaznss & Co. ry + a: er ee ae 








Published by Messrs. Aucznsr & Co., 86, ery = Street, in the City of London. yr by Messrs. Cassett & Company, Limited, 
lle Sauvage, Ludgate Hill, London, E.C. 











I 
( 
I 
1 
P 
0 
h 
¥v 
h 
t 
¢ 
( 
t 


vr- = 


a a en | 


wn 





